June 2015 £3.99 




THE PRACTICAL MAGAZINE FOR ARTISTS BY ARTISTS - SINCE 1931 




^OK>URS 

ii^EL SOAN 



PLUS PALETTE-KNIFE OILS ® DRAWING 
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PAINT WATERFALLS 
IN ACRYLICS THE 
WATERCOLOUR WAY 
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ABROAD 



Paint in Venice 

with Ken Howard OBE^ RA 




Ken Howard invites students to join him in the 
location for which he is most famous* This is 
a unique and prestigious opportunity to work 
alongside one of our greatest figurative artists 



Ken Howard is passionate about painting and his work is highly praised 
throughout the world. He has been an elected member of the RA since 1992 and 
was awarded the OBE in 2010. His paintings are in many public collections and 
he has had numerous one-man exhibitions worldwide. Ken is an experienced 
guest artist and entertaining host having previously led painting holidays for 
us to India, Cuba, Yemen, Istanbul, Provence, Morocco and Santorini. 



Venice always inspires Ken. He has 
a studio and home there, and has 
favourite locations where he can work 
from dawn to dusk, following the best 
light as it moves across the city. It will 
be a productive week with every day 
spent painting in Venice. Ken will share 
his knowledge and experience with you 
in informative talks and presentations 
(he does not provide tuition, 
demonstrations or critiques). Ken will 
be working in oils, but all media are 
welcome and you may choose to work 
alongside him or independently. 

Our very central hotel is on Dorsoduro, 



near the Galleria dell’Accademia. It has 
a private courtyard, which is perfect for 
painting and group meetings. Traditional 
Venetian suppers will be taken in a nearby 
ristorante, making for convivial evenings 
getting to know Ken and your fellow 
students. The Grand Canal, Piazza San 
Marco, the Bridge of Sighs, the Rialto 
Bridge and other famous sites are just 
a short walk from the hotel and the 
vaporetti stop, should you wish to venture 
further afield. Everything is organised 
for you and you will be well looked after 
by an accompanying travel escort. 
Scheduled flights are on British Airways. 




Number of students per week] 12 
Price per person per week: £2.995 
Single room supplement: £200 
Price includes; Direct scheduled 
flights on British Airways, seven nights’ 
hotel accommodation, breakfast and 
dinner daily, accompanying travel 
escort and guest artist. 



01825 714310 art@spencerscott.co.uk 

The Artist & Leisure Painter magazines have been offering overseas painting holidays since 1990 with renowned tutors. 
These holidays are organised by fully licensed operator Spencer Scott Travel CAA ATOL 3471. www.spencerscotttraveLcom 



Ken Howard/Grand Canal photos’ 
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THIS MONTH'S 
COVER ARTIST 



Jeremy Sanders Cafi Menerbes, 
Provence, oil tjn board, 16X20in 
(40.Sx51crri). 

See pages 14-17 



WELCOME 

from the editor 

Want to comment on something you've read, or seen? 

Emait me at theartistleners@tapc.co.uk, or visit our website atwww.pamters-online.co.uk/forum 

I 'm always interested to know the kinds of things that inspire artists, beyond the more obvious 
such as the way light falls on an object or illuminates a landscape, and for this reason particularly 
enjoyed The Big Painting Challenge judge Lachlan Goudie's interpretations of some of the 
narratives he saw in contestant Richard Salter's paintings* Richard's natural inclination was to find 
and tell a story through the subjects he painted throughout the series, inviting interpretation by 
the viewer and drawing us in to the drama* Our cover and masterclass artist this month, Jeremy 
Sanders, is another artist for whom the narrative is key in the work he admires by the great 
American exponent of the genre, Edward Hopper, and he has a similar interest in creating narrative 
drama in his own work, I was Intrigued by Jeremy's comment that whilst he wouldn't directly lift a 
film still, he nevertheless regards viewing time as a 'mini inspirational holiday'to inspire new ideas 
for dramatic scenes to paint [pages 14 to 17), 

Jeremy also makes the point that opportunities for artists are better than ever now, extending 
way beyond the traditional bricks and mortar gallery system for increasing awareness about your 
work and securing sales. This resonates with us currently, because it underlines the core concept 
behind the recent redevelopment of our website, which puts practising painters proudly at the 
heart of the site and offers fantastic additional ways of raising your profile to our ever-growing 
online audience of over 52,000 registered users. Our new-look, mobile phone and tablet- 
responsive website at www*painters-online*co.uk, which we re-launched on April 13, enables you 
to access the site on all devices, wherever you are and whenever you are on the move. Our free 
online gallery, which has always been the most popular and visited area of our site, has been 
beautifully re-designed and upgraded to allow for a greatly improved presentation of your work, 
personalised urls for you to share, the opportunity to add your biography to your own personalised 
page and include all your content In one place: gallery images, blogs, comments and videos* Plus it 
Is much easier to interact with other members, with just one login for access to all areas, including 
the popular forum* You can also set alerts to be kept informed when artists post new work, and it is 
now even easier to follow and comment on your favourite artists. 

If you are already registered to use www.painters-onlirie.co.uk you will simply need to visit and 
change your password and update your settings to start benefiting from these great new 
developments and opportunities. If you haven't visited before, do take a look. We'd love you to join 
our friendly and encouraging community of like-minded creative people and start using the huge 
range of resources also available on our site. For example if you are looking for an art tutor for one- 
to-one tuition or to tutor a group www.painters-onHne.co.uk includes a vast database of tutors 
available to hire, as recommended by The Guardian in its feature on starting an art group [March 
201 5). There are also searchable databases of courses and holidays, art dubs and groups to join, art 
shops, art materials manufacturers and suppliers, features from our magazines, as well as a fully 
integrated and secure shop for easy purchase of your favourite magazine, back issues, binders; plus 
we have made it easy for you to manage your magazine subscription online too from now on* 
WeVe invested a huge amount of time and resources into the development of our new website, 
having taken our lead from you, our artist-users. We are proud of the new site, but as ever we invite 
your comments because we are constantly looking to improve everything we do to meet your 
needs and expectations. We, and our technical team, look forward to your feedback. 




Best wishes 




Let us know what you think at • theartistletters@tapc*co.uk • www.painters-online.co.uk/Forums 
• www.facebook.com/paintersonline • twitter.com/artpublishing 
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FEATURES 

14 Narratives with saturated colour B1 

MASTERCLASS on vibrant atfaprima oil painting with 

Jeremy Sanders 

1 8 David Porteus-Butler 

IN CONVERSATION David Porteous-Butler tells Diana Vowles 
about ambition, hts favourite oil painting knife, and leaving 
something unsaid' 



PRACTICAL5 

23 The magic of transparency IS 

Hazel Soan begins a new three-part series on watercolour 
painting with advice on how to retain transparency in your 
colours 

26 Birds in the landscape 

Wildlife artist Chris Rose has tips for capturing subjects that 
are constantly on the move and shows how he develops his 
compositions 

30 Go chasing waterfalls IS 

Barry Herniman uses acrylics to show you how to capture falling 
water 




32 Local landscapes and pointy nosed 
hounds 

Inspired by what she finds around her, Anna Wilson^Patterson 
demonstrates how she expresses her visions in water-mixable oils 

36 June 

Geoff Hunt takes his new watercolour paintbox down to the 
river 

38 Figurative fundamentals 

Ann Witheridge and Holly Cawte explain gesture and 
perspective as they suggest exercises to try to help students 
master the language of drawing and painting 

41 Carnival perspective 

James Horton describes how he 
completed the second of two oil 
paintings using old on-site material 
for reference 

44 Harmony is a limited 
palette 

If you restrict your choice of 
watercolour pigments you will find 
yourself able to concentrate more on 
other aspects of your painting, says 

Judi Whitton 
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48 Floral necklace 

Another whimsical look at 
botanical watercolour 
painting with Billy Showell 

50 Revisions, 
mistakes and 
reworking 

Charles Williams' 

watercolour series draws to a 
dose with advice on how to put right your wrongs 

53 Luscious layers of pastel 

Nigel Overton shows you how to rework pastel paintings time 
and again using Pip Seymour's Hand-Made Soft Pastels 

66 Cadmium yellow 

Robert Dutton shows you how to make the most of this 
versatile yellow 

PLUS 

6 Your views 1 1 The Art World 59 Books and 
DVDs 60 Exhibitions 63 Opportunities 





EDITORIAL CONSULTANTS 



K«n Howard 081, RA 

Studied at Hornsey 
SdioolofArtand the 
RoyatColiegeofArLHe 
iw member of the 
NEAUWI,RWS,RWA 
and RBA, He exhibits 
extensively and has 
won numerous awards. 



Jason Sowyar NEAC, 
RP,PS 

studied at Camberwell 
Sthocl ofAirtand the 
Royal Academy Sehools. 
He is the founder of the 
NEAC Drawing School 
and exhibits his work 
widely. 



Bernard Dunstan RA 

studied at Byam Shaw 
School of Art and the 
Slade School. He taught at 
the Camberwell and Byam 
Shaw Schools of Art 
among others. He exhibits 
widely including in the 
ant^ual exhibitions of the 
KEAC of which he is a 
member, and RA. 



David Curtis ROL 
RSMA 

has won many awards 
forhise/fpte^brffrand 
figurative paintings in 
both oils and 
watercolours. He has had 
several books published 
on tiis worfj as weli as 
DVD films, and exhibits 
his work extensively. 



NEXT MONTH 

iiYwaitist 

FEATURES 

MASTERCLASS 

Paul Finn discusses 
his classical training 
and approach to 
painting landscapes 
and garden scenes in 
oris 





4 DEMONSTRATION 

Wildlife artist Janfiie Boots shows how 
he uses just pencil to create a powerful 
monochrome portrait of a tiger 



PLUS 

▼ Bob Brandt reveals the secrets 
behind painting convincing shadows 
using water-mixable oils 




PRACTiCALS 

• Hazel Soan shows how to handle the opaque colours in your 
watercolour palette and make your colours 'zing' 

• Ian Sidaway shows how to rescue your 'failed' watercolours 

• Exercises to help you tackle mass, volume and edges from 
Lavender Hill tutors Ann Witherldge and Holly Cawte 

• Paint impressionistic seascapes In acrylics, pastel and mixed media 
with Robert Dutton 

• David Parfitt reviews Jackson's own-brand watercolours 

• The addition of animals to your acrylic landscapes will add a sense 
of life, movement and scale, says Paul Weaver 

PLUS 

• Why allotments make a great subject for painting in acrylics and 
mixed media, by Janet May led 

• Susie Hodge discusses the work of Ravilious at the Dulwich 
Picture Gallery 

And much more! Don't miss out: our July issue 
is on sale from May 22 
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YOUR 

VIEWS 



Letters, emails and comments 



Email theartlst[etters<§>tapccoAik or write to The Editor, 
The Artist 63/65 High Street Ten terden, KentTN30 6BO 




STAR LETTER 

This month's star fetter writer will 
receive a Rosemary & Co Series 33 size 
12 brush and a Bamboo Brush Roil 
worth £50. For more in formation about 
these products contact Rosemary & Co, 
teiephon e 0 1 535 600090; 

WWW. ros e ma rya ndco.eom 



On your marks 

Your excellent May 2015 Editor's welcome on the subject of BBCl ’s The 
Big Painting Challenge, together with the two accompanying articles on 
Daphne Todd, one of the judges, and Anne Blankson-Hemans, a 
competitor, gave a timely and interesting insight into the programme 
that I confess, helped to moderate my largely unfavourable reaction to 
it. That said, The Big Painting Chailenge has left me frustrated, annoyed 
even, and I have been wondering why. 

A re-read of your editoriaE identified the cause of my annoyance. You 
say: The non-painting audEence...will have a better insight into how 
incredibly difficult. .drawing and painting can be.'l donT doubt that this 
was indeed the reaction of most non-painters, but I am saddened that 
this had to be the case. Drawing and painting Is actually very easy; doing 
either well is the difficuit bit 

John Ruskin {The Elements of Drawing) put his finger on it when he said 
that 'all good drawing consists merely in dirtying the paper deHcately'. We 
can all, any of us, do some dirtying quite easily, but delicacy comes only 
with practice and experience. So why am I annoyed? 

Firstly, because the talented contestants were given things to do that 
some had never done before, using media with which they were 
unfamiliar, against the clock and in front of a mainstream TV audience. 
Small wonder that there was as much dirtying as delicacy on display - the 
very format of the programme militated against the latter. We had only 
glimpses, therefore, of the genuine talents that these 'brave' contestants 
had. Instead we witnessed their anguish at working far outside their 
comfort zones. Arguably this was good entertainment but hardly a 
showcase of amateur talent. 1 would love a programme on mainstream TV 
that allowed competitors' strengths to be celebrated rather than their 
weaknesses exposed. The Sky Portrait Artist of the Year was not a perfect 
format, but at least we saw some painters excelling in their metier. 

Secondly, I am setting up a painting group in my village and I don't 
want to be accused of misrepresentation. 1 have, by way of encouraging 
people to join, made a point of saying that: 

• Sta rting to draw or paint is easy - if you can make a mark you are on 
your way, 

• Improving, with a bit of practice and guidance, is remarkably quick and 
very gratifying. 

• Becoming a great artist may be out of reach, but becoming a half- 
decent one is positively life-affirming, 

I seriously hope, therefore, that my novice group members have not 
seen The Big Pointing Challenge or, if they have, they thought it was the 
latest series of Gladiators. 

Duncan Thomas, by email 



Have compassion for amateurs 

1 enjoyed watching The Big Painting Challenge but found the 
criticism and comments from judge Daqhne Todd QBE 
somewhat harsh. This was, after all, an amateur competition, I 
feelit would have been better to give more encouragement 
and constructive comments whilst the artists were working 
than to pull the paintings to bits when finished. Sadly I feel a 
little more artistic compassion could have been shown to the 
competitors. 

Richard G Clarke, by email 

Disappointing viewing 

It was once said that a thing long expected takes the form of 
the unexpected, when at last it arrives - how true of The Big 
Painting Challenge. I suspect that many viewers expected so 
much from this programme but felt they were delivered so 
little. There was the presenters' ineffectual and at times banal 
questioning of the a rtists; the tutors' attempts at put-downs; 
and the ridiculously difficult tasks the artists were given ^ 
subject matter that would have daunted more experienced 
artists. As for encouragement, I doubt the programme would 
have had amateur artists reaching for paints and canvases. 
Much of the series lacked visual excitement and fell far 
behind Sky TV's compelling portrait competition. 

To label the winner of The Big Painting Chaffenge as Great 
Britain's best amateur artist after a nationwide search was an 
outlandish and inappropriate claim. One which, I guess, 
would have caused much gnashing of teeth in the hundreds 
of art dubs around the country. 

Frazer Price, by email 

The wider view 

Having watched The Big Painting Challenge with some 
interest, as a professional painter and tutor I was delighted 
that not only were the artists tested with their painting skills 
but also, as the competition wore on, their resourcefulness 
and preparation. Being a painter is often thought to be just 
about the process of application and many forget the 
inspiration to paint is hugely important. 

The penultimate programme showed the artists in 
Liverpool, doing research for a piece of work to depict 
something about the city that personally moved them or 
that others might associate with. This forced the contestants 
into making decisions that professional painters do as a 
matter of course and bulid a message into their painting. It 
was this that enhanced their final efforts but I sympathised 
with this difficult challenge, especially as It was under 
scrutiny, in the public eye and not just in their own thoughts. 

The idea, therefore, that painters should not only study 
their subject visually but be moved or driven to show 
something they'd like others to see and feel is one that many 
might take on board. How much more valuable would 
paintings be if the artist could truly put their personal 
message into each. 

Max Hale, by email 




Subscribe at www.painters-online.co.uk or telephone 01580 763673 
Become a fan on Facebook www.facebook.com/paintersonline 
Follow us on Twitter @)artpublishing 



6 



Tl(«irtlSt June 201 5 



www.painters-online.co.uk 







IMAGE ’ TAl ^AN SCKIERENBERG, MALI CHEEK, OIL PH CANVAS 



INTRODUCING OUR 
^ BRAND NEW 

PORTRAIT^^ 

PAlNTING^r^ 

DIPLOWrA^>»< 

HEAD OF PAINTING / 

TAl SHAN / 
SCHIERENBEFiG 



i the Art Academy 

£ Mermaid Court 
\ 165A Bo^ugh High Street 
' / k London 

. K .$E1 1HR 



WWW. a/i: academy, o u k 




100% Rag « Cylinder Mould * Internal & Surface Sizing 
Naturally Intense White • Archival Quafity 

Made of the purest cotton available, Moulin du Roy is a novel 
watercolour media meeting the demands of today's artist 
whilst keeping the look and feel of traditional papers. 

This stunning new vyatercolour paper is available in BOOgsm, 
640gsm and in 3 amazing textures: a really smooth Hot 
Pressed, a subtle Cold Pressed and a strong Rough. 




Offered in a variety of sizes and formats 
(block, pad^ 4 deckle edges and watermarked sheet and roll} 

"The paper holds ail media exceptiortaiiy well with a bright dean 
end resuit" The Artist Magazine November 2014 
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PATCHINGS to 

FESTIVALS 

Art * Craft ^ Photography 

Supported by The Artist and Leisure Painter magazines 

One of the UK's most popular practical art, craft, design and photography 
events, set in 60 acres of picturesque Nottinghamshire countryside, 
featuring over 250 artists, photographers, craftspeople and designers 



June 4 to 7, 
1 0am to 
5pm daily 





* TEXTILES 



FEATURING 

* PAINTING 

* ART & CRAFT MATERIALS 

* HANDS-ON AREAS 

* DEMONSTRATIONS 
PHOTOGRAPHY 

*WOOD 

* METAL 

* JEWELLERY 

* GLASS 

* SCULPTURE 

* FASHION 

* PRECIOUS STONES 



* WORKSHOPS 

* ORIGINAL ART 

* CALLIGRAPHY 
CERAMICS 

* MIXED MEDIA 

* WORKS ON PAPER 



DAILY FESTIVAL PRESENTATIONS 

• David Bellamy - Thursday, Friday, Saturday, |une 4 to 6 

• Ann Blockley - Thursday, Friday, June 4 to 5 

• Jean Haines - Thursday, Friday, Saturday, June 4 to 6 

• Ken Howard OBE RA - Saturday, June 6 

• Les Darlow - Sunday, June 7 

• Robert Dutton - Sunday. June 7 



* PRINTING 



A Imited number of tickets for these presentations, at 
£2.50, wilt be available for purchase with advanced 
festival tickets 



FREE DAILY DEMONSTRATIONS 

The Artist Leisure marquee will include free daily demonstrations 

by regular Leisure ftii/ifer contributor Fiona Peart covering a variety of subject 
matter and media, sponsored by Daier-Rowney, Come and watch and learn 
from a host of demonstrations throughout the festival by some of your other 
favourite artists including 



• Vic Bearcroft 

• Jane Betteridge 

• Tony Cowlishaw 

• Charles Evans 

• Jeremy Ford 

• Andrew Forkner 

• Terry Harrison 

• Tony Hogan 

• Anna Mason 



• Jenny Muncaster 

• Matthew Palmer 

• Wendy Tait 
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MEET AND TALK TO OUR GUEST 
ARTISTS 

• Thursday, June 4 Geoff Kersey and Peter Wei ton 

* Friday, June 5 John Sprakes and David Sprakes 

* Saturday, June 6 David Curtis and Ann Blockley 

• Sunday, June 7 Pollyanna Pickering 

JOIN THE ARTIST AND LEISURE 
PAINTER WORKSHOPS 

Learn how to paint big skies and reflections in water, in 
pastel, with Les Darlow (on Friday, June 5) and dramatic 
seascapes in mixed media with Robert Dutton (on 
Saturday, June 6) in our half-day workshops, sponsored 
by Canson, who will provide each participant with over 
£60 worth of paper for each session. Or, paint 
waterways and bridges in mixed media in half-day 
workshops with Tim Fisher (on Thursday, June 4), 
sponsored by Daler-Rowney, who will provide 
participants with over £60 worth of materials for each 
session. Places cost just £50 for each three^hour session 
and as well as your free paper from Canson or materials 
from Daler-Rowney worth over £60, you will also 
receive FREE entry to the festival - fantastic value for a 
wonderful day! To book telephone Sophia or Dawn on 
01580 763673 or go to www.palnters- 
online,co.uk/course5-holidays^eader-workshops 

ART AND CRAFT MATERIALS 

Test and buy from leading manufacturers and suppliers 
including Artmaster, Caran cFAche, Canson, Daler- 
Rowney, Derwent, Hahnemuhle, Pebeo, Premium Art 
Brands, Pro Arte, Procolour, Rosemary & Co brushes, 

St Cutbberf s Mill, Search Press, Winsor & Newton 

PHOTOGRAPHY PRESENTATIONS 

In association with Outdoor Phofograp/?/ featuring 
professional photographers, demonstrations, illustrated 
talks, workshops, presentations and trade stands. 



BE INSPIRED BY 
THE ARTIST AND 
LEISURE PAINTER 20] 5 
OPEN COMPETITION 
EXHIBITIONS 

In partnership with 
Patchings Art Centre 



View the 140 selected works and 
prizewinners from this year's 
competition 




The Af list Purchase Prize Award 2014 Hdidee-|o 
Summers Red Sait^ oil 24X30in (61 X7(>cir0 




leisure Painter Award 2014 Carriline Squares 
A View of the Golf Course, oil lO^iin 
(24X27cm) 



BOOK YOUR TICKETS NOW 



Standard one-day tickets * 

On the door £9.50 In Advance £8.50 

Concessions ** 

On the door £8.50 In Advance £7.50 

* Ticket price includes VAT, parking and festival guide 

** Concessions: Over 60s, school children, student card 
holders and registered disabled 

Children under 1 1 FREE when part of a family group 
Croup discounts: £7 SO off for every TO purchased 

For coaches please telephone or email 

fest i va I @ pate h i ngsa rtcen t re . co . u k fo r a gro u p boo k i ng f o rm 



Tickets can be purchased in advance 

by telephone 0115 965 3479; 

online at www.patchingsartcentre.co.uk 

or by post to Patchings Art Centre, Oxton Road, Calverton, 
Notts NCI 4 6NU 

Patchings Art Centre location 

Patchings is north of Nottingham City near the village of 
Calverton on the B6386 which is off the A614. For further 
details see the Patchings Arl Centre website 
www.patchingsarfcentre.co.uk with a link to Multimap 
FREE CAR PARKING ^ COACHES WELCOME 

www.patchingsfestival.co.uk 



www.painterS'On line.co.u k 
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GREAT BRITISH DESIGN & CRAFTSMANSHIP 




Portrait Prize exhibition 2015 



Call for entries 



At the RBSA Gallery 



Artists are invited to enter portraits 
in all media*. 

Deadline to enter Wed 27 May, by 4pm 
Delivery of selected work Sun 12 July, 10.30am-1pm 
Exhibition on show Thu 1 6 July - Sat 22 August 
* 1 - Download the Interactive pack at rbsa,or q,uk or 
send us a SAE marked ‘Portrait Prize exhibition’. 



Royal Birmingham Society of Artiste 

RBSA Gallery* 4 Brook Street, St Paul's, Birmingham, B3 1SA 

T 0121 236 4353 W www,rbsa, org.uk 

* * Nnegfl- - Surc<'i Daws P3SA f'iP. Wi)U5?P*a«. OK (dHUMf/ 

RdgLslsml u*urtsy Ri>spil3(^j:^nruiriy ria 





Thursday 7 - Sunday 10 May 




Meet hundreds of designer- makers from across 
the UK at this annual extravaganza promoting the 
very best of British crafts. With talkSr vworkshops 
demonstrations and food & drink. Living Crafts 
is an experience not to be missedi 



HATFIELD HOUSE 

HERTFORDSHIRE 



UvingCrattsUK *T WWW.IIVlngCraftS.CO.uk #®UvingCraftsUK 




Smith & William*iC»n 



The Society of Botanical Artists 

DISTANCE LEARNING DIPLOMA COURSE 



• A unique course in botanicol painting based on textbooks The 
Art of Bofomca/ Pomflng^ The Bofonicoi Pofetfe and BofonFCoi 
Sketchbook, 

• Assignmenf-led two-yeor course: eleven separate ossignments 
ond a Diploma portfolio specifically created to develop and 
hone skills, 

• Expert guidance and tuition: learn from experienced members 
of the Society, specialists in the fields of pencil, watercolour, 
coloured pencil and gouoche, 

• Comprehensive marking structure: critiques and marking 
delivered after each assignment, 

• Meet Tutors and felEow students at the Introductory meeting in 
the first year and a Seminar in the second yeor of the course, 
both during the Society ^s Annual 
Open Exhibition in London. 

Applications being taken now for 
the 13th course starting in January 
2016. Closing date end September 
this year. 

To obtoin o prospectus, opplication 
form and comprehenstve details, 
visit the website to download a 
copy or contact the Society on 
01747 825718. 

Course 9^ Dfptomo work by 
Amonda Nugus D/pSBAfDisF) 

www.soc-botanicol-ortists.org 
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THE ART WORLD 

NEWS, VIEWS, INFORMATION AND SPECIAL EVENTS IN THE ART WORLD 

compiled by Deborah Wanstall 




A Eric RaviMous (T 930-42) The Lifeboat 1 938, watercoiour and pencil on paper, 21 X22in (43 X 52cmJ 



Very English watercolours 



Eric Ravllious'all too brief career came to an abrupt end when 
he died at the age of 39, but during his short life he had been 
very prolific. Dulwich Picture Gallery's latest exhibition, which is 
curated by leading Ravilious specialist James Russell, includes 
over 80 watercolours, some of which have come from private 
collections and therefore are rarely seen in public, alongside 
the artist's wood engravings and lithographs. Ravilious was 
tutored by Paul Nash at the Royal College of Art and a dose 
friend of Edward Bawden. He worked as a commercial 



designer - he is well known for the designs he produced for 
Wedgwood - and as a book illustrator In 1940 he was 
appointed an official war artist, working first with the Royal 
Navy and the RAR 

Ravilious is at Dulwich Picture Gallery, Gallery Road, London 
SE21 7 AO until August 31 . Admission is £1 2.50; seniors £1 1 .50; 
concessions £7.50. Telephone 020 8693 5254; 
www.dulwichpicturegallery.org.uk. 

5ee Susie Hodge's artide on Ravilious in next month's issue. 



www.p3inters-online.co.uk 
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A Leslie Moffat Ward Near Worbarrow Bay, Dorset, 1 930, oil on canvas, 36!4 X 361iin 
(69-5 X 101cm)- Image courtesy of Russell-Cotes Art Gallery & Museum 



An English Idyll - Paintings and Prints by Leslie Moffat Ward is at St Barbe 
Museum & Art Gailery, New Street, Lymington, Hampshire S041 9BH untH 
June 6. Admission is £6, concessions £5. Telephone 07 590 676969; 
www.stbarbe-museum.org.uL 



Scenes of times 
past 

St Barbe Museum & Art Gallery are showing 
works by Leslie Moffat Ward {1888-1978), 
an artist who is probably not very well 
known outside his native Dorset Ward 
studied and then taught at the Municipal 
College of Art, Bournemouth and was a 
leading member of Bournemouth Arts 
Club- A regular exhibitor at the Royal 
Academy, he was also an elected member 
of the Royai Society of Painter Etchers - 
now the Royal Society of Painter- 
Printmakers (RE). Ward's artistic output 
included etchings, llnocuts, wood 
engravings, oils and watercolours, in which 
he captured England's vanishing wharfs, 
historic towns and countryside. This 
exhibition Includes rarely-seen works from 
private collections and paintings and prints 
from Bournemouth's Russell-Cotes Art 
Gallery & Museum. 



Winner's challenge 

Hearty congratulations to Paul Bell, winner of The Big Pa'mtmg Chatlenge. Challenges 
seem to appeal to Paul - not content with the gruelling task of painting in front of 
judges and millions of viewers, he's set himself The Little Selfle Challenge. Visitors to 
his website are invited to Tweet or email him a selfle; he will produce a painting of the 
one that most appeals to him and send it to the winner. For details, see his website: 
www-paulbellartco.uk. 




< Paul Bell T/je 
Soda^ Worker, oil 
on board, 
U%X9\n 
(30 X 23cm) 



Look out for Susie 
Hodge's interview 
with Paul in a 
future issue of 
The Artist 




A J a n e B ra it h wa ite, Rainy Day, Manches ter, 
1 930, Oil, 1 1 l^in (50X30cm) 



• Saddleworth Group of Artists' 

summer exhibition will have around 50 
artworks, including oils, watercolours, 
pastels and textiles in styles ranging from 
photorealism to impressionistic. Most of 
the work will be for sale. This show, which 
Is held in conjunction with the 
Saddleworth Festival of Arts, is at the 
Museum, Uppermill, Oldham, Lancs OL3 
6H$from May 9 to June 18. Admission is 
£2, children and concessions £t 
Telephone 01457 874093. For more 
details about the group, telephone the 
secretary on 01457 875718, or the 
president on 01457 876716, or see 
www.saddlewortha rtists.co.uk. 
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• This year Leigh Art Trail has over 
3S participating artists who will 
open their studios between June 6 
and 13. For details see 
wwwJeigharttrailcom, 

• Artists Open Houses takes place 
across the Brighton and Hove area 
over the four weekends in May. For 
full details see www.aoh, org.uk. 

• This year's South East Open 
Studios takes place between June S 
and 21. www.seos-art.org. 

• The Society of Floral Painters 

are exhibiting at the Oxmar ket 
Centre of Arts, off East Street, 
Chichester, West Sussex P019 1 YH 
from May 20 to June 7. 
www.thesfp.org. 

• South West Academy of Fine 
and Applied Arts are holding an 
Academicians' exhibition in the 
Terrace Room of t he Castle, Castle 
Street, Exeter EX4 3PU from June 8 
to 13. For more information 
telephone 07784434791; 
www.southwestacademy.org.uk, 

• Atmosphere & Emotion: An 
Irish Journey by Lesley Birch is an 

exhibition of paintings inspired by 
Ireland by Scottish artist Lesley Birch 
at Kunsthuis Gallery, Dutch House, 
Mill Green Farm, Crayke, York YOl 6 
4TT from June 3 to July 1 2, 
Telephone 01347 889431. 




A Rebecca Fontaine-Wolf Noemie, oil, ink, pastel and acrylic on canvas, 30 X 38tim (76 X 97cm) 



LADIES' DAYS 

The Society of Women Artists' annual open exhibition has a major new prize this year, the 
£2,000 President's Fine Art Award and, of course, there is also The Arr/st Editor's Choice Award. 
New young artist Rebecca Fontalne-Wolf (above), explores the passing of time, ageing, death 
and decay, memories, idealisation and notions of perfection, and has recently shown at the 
Good Figures exhibition at the Mall Galleries with Eileen Cooper RA. Paintings, prints and 
sculpture by professional member-artists, new young artists (aged up to 35) and non 
members will be on display. 

The Society of Women Artists is at the Mall Galleries, The Mall, London SWl from June 5 to 
13. Admission is £3. Telephone 020 7930 6844; www.mallga!leries.org.uk; 
www.sodety-women-artists.org.uk. 
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ON THE WEB 

EDITOR'S GALLERY CHOICE 

This month's editor's choke from our website gallery is by M Salayi, 
who comments: 

'Gouache is perceived by many as an unforgiving medium buti Hke 
to take advantage of its fast drying time and matt fmish. it is both 
amusing and chaHenging at the same time - every painting t make 
is like having an additionaf puzzle to crack, 

1 took for colours in white or black, specirically when in sunlight or 
refiecting heal cohur, as here in the white horse. The finished 
painting is a combination of my artistic vision and reality Constant 
practice makes a big difference: / make smalTscale pictures in order 
to work out the composition and overcome any difficulties, I also 
find this helps to improve my brush work - my aim is to achieve 
looseness in my brushtrokes and progress as a painter.' 



A M Salayi Wiid Horse, gouache on birch wood, 1 1 X 14tn 
(28X35. 5cm). On show in our online gallery at 
www.painters-online.co.uk 



www.painters-online.co.uk 

To upload images of your own work and receive valuable feedback, go 
to our website and dick on the link to the gallery. This is a free service. 



www.painters-on line.co.u k 
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MASTERCLASS 



Narratives with 

saturated colour 

Working from a memory enriched by extensive travelling, 
Jeremy Sanders' use of colour heightens contrast to create an ethereal 
mood. He reflects a positive view of life and tells a story within a single, 
still frame, as Caroline Saunders discovers 




A Ven ke Moorm gs. o i I on boa rd, 1 6 x 1 2 i n {40,5 x 3 0 , 5cm}, 

The colours used In this piece are muted to reflect the canals and the dark gondolas. The 
sunlight hitting the side of the Venetian mooring poles was created by mixing Indian yellow 
and titanium white. The walls of the nearby hotel were given warmth by mixing white and 
jaune brilliant/ 



^ s a child Jeremy Sanders loved 
/\ browsing through coffee table 
/ Vt ravel and photography books. 
The Incredible sunlight, fascinating 
architecture and street life of places far 
away has underpinned my style ever 
since. I paint just one impasto coat of 
oil and that is the finished stroke ... my 
signature if you like.' 

Encouraged by his mother he started 
drawing from the age of seven and 
began using oils tn his early teens. 
Regular visits to the National Gallery 
where he saw paintings of the old 
masters gave him the impetus to want 
to discover oils himself. They have 
been his chosen medium ever since, 

Eariy success 

Jeremy launched his painting career 

after receiving a Prince’s Youth Business 
Trust grant The following year he 
became a Business Trust gold medal 
winner. His first major career 
breakthrough was getting into Medici 
Gallery, Mayfair. He arrived without an 
appointment and to his surprise some 
paintings were taken on that same day. 
'Opportunities for practising artists are 
better than ever now. Artists are no 
longer reliant on just being nurtured 
and represented by galleries alone. 
There are art fairs to explore and self- 
promotion through social media/ 
Working in a studio that is open to the 
public, jeremy regularly receives 
instant feedback. 'When someone picks 
up on a stroke or a dash of colour that I 
particularly like too, it gives me a buzz. 

I often have touching moments with 
clients when they identify a figure in 
the picture that reminds them of a 
relative since gone.' 

Sir Alfred Hitchcock and the American 
realist Edward Hopper have provided a 
huge source of inspiration. Both pursue 
themes of voyeurism, loneliness and 
isolation, jeremy is particularly 
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A Cafe MenerbeSf Provence, oil on board, 
16X20m (40.5 X sum). 

This is a quintessential ProvencaJ cafe and 
village. I composed the image to capture the 
dappled light falling on the umbrellas and 
ground. I overemphasised the shadows with 
phthalo turquoise and deep violet purple and 
warmed up the ground, lit by sunlight with 
Naples yellow and Indian yellow mixed with 
zinc white. For the leaves on the trees I 
painted the dark green first and then 
highlighted on top with lighter, brighter 
yellow greens to capture the effect of light 
falling on the leaves/ 

► Weymouth Beach, oil on board, 1 6X 20in 
{40.5X5lcm). 

This painting derived from an amalgamation 
of several photos - I was drawn to the 
brilliant colours of the beach shop and the 
wind protectors; the figures were put in 
afterwards to add interest and balance. The 
unusually brilliant sunlight was the main 
focus and I tried to capture the way It felt. I 
wanted to emphasise the newness and 
shininess of the plastic infiatables, buckets 
and children's goodies “ hopefully you can 
almost smell the new plastic warming and 
stretching in the summer heat I used primary 
colours mainly, with jaune brilliant and 
Naples Indian yellow for the sand.' 



The incredibie sunlight, fascinating architecture and 
street life of places far away has underpinned my style' 




www.p3inters-on li ne.co.u k 
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▲ Cafe Boheme, oil on board. 1 6 X 20in (40. S X 51 cm). 

This image is the closest I have come to recreating Edv^ard Hopper's work, I like the twilight 
feel, the solitary figure smoking and sheltering from the rain, the doorman ready to check and 
refuse potential customers. The drizzling rain adds to the melancholy. For me. this is a painting 
inspired by years of appreciating Edward Hopper's Mghthawks.The palette is much more 
muted (provided by burnt and raw umber and burnt sienna) but I have injected flashes of 
colour to the no entry sign and the car headlights/ 




A Tower Bridge, oil on board, 1 6X20in (40,5 x 51 cm). 

This resulted from a commission for four iconic Thames images. I wanted to avoid a picture 
postcard scene and went out with my camera on a day that would suit my painting style. The 
reflections in the muddy Thames were very inspiring; I used mainly primary colours with 
warmer hues in the water such as sap green, to capture the muddy tidal flow.' 



attracted by Hitchcock's striking use of 
light and shadow and Hopper's 
thematic treatment of architecture and 
finely calculated emptiness in his urban 
landscapes of the 1940s. 

Edward Hopper's painting Early 
SMwdiry is a simple street 

fagade, devoid of people but beautiful 
In Its execution. It conveys a sense of 



desolation, reflecting solitary 
contemplation of thoughts; it is the 
perfect definition of less is more. The 
morning light falls across the windows 
and just catches the awnings, doorways 
and barber's pole - a trick I have used 
when painting the colourful moorings in 
Venice.' 

Jeremy has much admiration for the 



Impressionists, especially work 
depicting I'heure bleue: the period of 
twilight each morning and evening 
when the sun is a significant distance 
below the horizon and the residual, 
indirect sunlight takes on a 
predominantly blue hue. The surface of 
the earth is neither completely lit nor 
completely dark. 

'I am inspired by Spanish colonial 
architecture and the faded elegance of 
Cuba; blazing sunlight seems to 
sharpen the shadows and give an 
intensity of rich bright colours. Classic 
American cars, with their striking 
colours, provide an opportunity to 
discover light effects on different 
surfaces. New York is also a captivating 
subject, inspired by my love of films. I 
wouldn't directly lift a film still but I 
treat viewing time as a min! 
inspirational holiday.' 

Through the lens 

jeremy composes most of his pictures 
through the camera lens. Back in the 
studio, he might alter the layout by 
omitting figures for effect or to suggest 
a narrative. He grids the photo and the 
panel board into quarters and scales 
up the picture accordingly. On 
occasions the painting is made from an 
amalgamation of different photographs. 
To give power and interest he places 
figures off-centre. 

Primed MDF board provides a smooth 
surface to paint on and each work has 
the same red iron oxide ground that 
gives warmth to the final piece, jeremy 
then paints with cut-up credit and 
loyalty cards, using broad, flat strokes. 
The result is a thick, luxurious finish 
similar to that obtained with a palette 
knife. 1 cut the cards in two lengthways, 
one part measuring one third, the other 
part two thirds. The cut side gives a 
sharp edge and the corners are similar 
to the point of a brush, which is very 
useful for detail.' 

To capture an impression leremy 
paints alh prhm, wet-on-wet. If it rolls 
into two sittings he claims it will not be 
a success. He works from the furthest 
background to the foreground, from the 
top to the bottom of the panel. 

Colour choices 

Daler-Rowney and Winsor & Newton 
standard artist oil colours are leremy s 
preferred choice. He squeezes the 
paint straight from the tube onto a 
glass palette that he regularly scrapes 
clean, so the colours remain as pure as 
possible. There is no limit on colour; 
like the world itself all colours sit 
together.' He spends a little more on 
certain colours for their richness, Indian 
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yellow gives a brilliant hue when mixed 
with white and also warms greens up to 
make them more natural. I tend to 
overemphasise the blues and purples 
in shadows Phthalo turquoise is a great 
colour for dropping into shadows, 
especially when echoing dappled light 
under trees. When painting Cuba I 
apply a heavier, darker treatment in the 
shadows. A softer, more subtle light 
resonates from the warmer red soil 
tones of the Mediterranean. I avoid 
black. It kills every colour dead; I use a 
mix of French ultramarine and crimson 
alizarin.' When the oil painting has 
dried jeremy sometimes highlights with 
a fluorescent Daley- Rowney System 3 
acrylic, either red or orange. 

As most of fere my s paintings are 
quite thickly laid he has to leave them 
for a few months to dry out fully before 
varnishing. He chooses a simple frame. 
There is so much colour and movement 
in the strokes that the simpler the 
frame the better. A unique hand-finished 
antique white double frame is ideal.' 

As jeremy's work is inspired from 
travels far and wide he is often 
commissioned to capture holiday 
memories and enjoys the discipline of 
working to a brief and deadline, and 
embraces any commission that is 
painterly, however abstract the 
concept CS 



A Red and Green Havana, oil on board, 24X 30in {61 X 76cm). 

The bold colours of old American cars have always fed my hunger for a strong colour. The 
midday sun cast purple and blue shadows across the buildings in the distance and by placing 
the tree off centre I cut the image into thirds, I especially like the dash of light on the curved 
windscreen of the green car and the dappled light on the foreground. The cars were painted in 
yellow green and vermilion hue. The original painting has thick oils on the ground, rich with 
creams, purples and bright blues. I exaggerated this by extending the foreground.' 



Jeremy Sanders 

entered painting competitions 
as a child and at the age of 1 2 
won the ICI Painting Prize, 
which resulted in his work 
hanging at the National 
Gallery. He studied at St 
Martin's School of Art and 
graduated from the University 
of the West Country with a 
first class honours degree in 
illustration. His work has 
featured widely on television 
programmes, the fashion 
brand Fat Face has used his 
paintings fora worldwide 
campaign and he has completed commissions for NatWest Insurance, Saga Ruby Tut 
Celebration, the Ministry of Defence and many advertising agencies. He has also worked 
with numerous greeting card companies including Lings, Woodmansterne and Medtci. 
Jeremy currently lectures and demonstrates for regional art societies and on P&O cruise 
liners. He has previously worked with Cunard Queen Victoria cruise liners. HRH the Prince 
of Wales has personally acknowledged Jeremy's mentoring work for the Prince's Trust for 
young businesses, wwwJeremysanders.co.uk. 
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IN CONVERSATION 



David Porteous-Butler 



Despite an instinct that his path in life would be as an artist, 

David Porteous-Butler took considerable detours along the way. He tells 
Diana Vowles about his route to palette-knife painting in oils 




T he career of David Porteous-Butler 
is an inspiration to any up-and- 
coming painter who has not 
followed the traditional path from school 
through art college. ‘Even as a teenager I 
believed I was going to be a professional 
artist,' he says. At Highgate School I was 
taught by Kyffin Williams and he took 
me to the Royal College of Art to see 
Carel Weight, professor of painting. At 
the time the RCA was experimenting 
with taking students straight from 
school sixth forms, and Carel Weight 
agreed to give me a place. I was so 
elated, thinking my future was set, but 



a year later I received a letter saying 
the experiment had been abandoned 
and the offer of a place was withdrawn. 

'I was devastated, but managed to get 
a last-minute place at Hornsey College 
of Art, This was a time of political 
unrest and student sit-ins, though, and 
all I wanted to do was work, so I left, 
disillusioned, and ioined the family 
clothing business. In time I became a 
fashion designer and ran a successful 
business, exporting all over the world. 

It was only when manufacturing went 
offshore that I fell out of fashion into 
painting.' 




A Loch CiilChriosd, Skye, oil on linen, 15]4X231^in (39.5 X 59.5cm). 

To paint the water in the foreground I chose roughly the same colour as the sky and put that m, then worked on the shorelines, coverir^g some of 
the blue. 1 put in the reeds with the edge of the knife, reloading it with paint for the more pronounced reeds and using it a second time for those 
I wanted to be less distinct. I painted in the reflections at the same time, working intuitively. The whole painting was done in just over a day.' 
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A new life 

1n 2002 I found an artist's studio in 
Hadleigh, Suffolk, I took it on and 
began to paint; within three months J 
became a full-time professional, selling 
enough work to keep going. My first 
sales were local, through john Stephens 
Fine Art Gallery in Hadleigh. but i 
didn't have any difficulty visiting other 
galleries and getting my work accepted. 
I had had a tremendous grounding in 
art with Kyffin Williams and Anthony 
Greene at Highgate School and all 
these years later felt no need for 
further art teaching - of course I had 
continued to draw as a fashion 
designer. \ had always kept in touch 
with Kyffin, and just after I started 
painting he took me on a trip round 
Snowdonia, pointing out the places that 
had given him inspiration all his life; he 
had lung cancer and knew that he 
didn't have much time left, 

I told him that I had taken up 
painting, using a palette knife, and he 
said, '‘You realise you will be the 
outcast of the art world." He had had a 
difficult time when he was young, since 
using a palette knife was not 
considered a proper technique by 
galleries and the Royal Academicians. 
Once the art world adopted the 
modern ethos whereby anything you 
might propose to do is largely 
accepted, Kyffin s work became very 
successful and he was able to bequeath 



considerable amounts to art institutions 
in Wales, Although my style is not like 
Kyffin's at all he had a huge influence 
on me. because I used a brush for only 
my first five paintings and after that 
picked up a palette knife and never 
looked back,' 

The best blade 

Most artists have favourite tools and 
David is no exception, 1 have a whole 
fleet of knives and have given away 
many of them to students,' he says. 
'However, there's one in particular I 
love but It is wearing very thin and is 
razor-sharp on both edges. It's one of 
the cheapest palette knives I have ever 
bought and wasn't even from a proper 
art supplies store. It has got just the 
right flexibility, but at some point it will 
break or become so thin it will fold 
altogether, I've tried well-known 
brands, but they don't have what I 
want. The blade is about 2'Ain (6cm| 
long and tear-shaped, with a point; it's 
stiff but becomes very flexible towards 
the tip, which is the area I mainly use. 

By now I can use a knife almost like a 
brush; I have to beware of putting in 
too much detail rather than great 
chunks of interesting paint, which is the 
main characteristic of palette-knife 
painting. But you can also use the edge 
of the blade to create fine lines such as 
the reeds in loch CiliChmsd, (left), 
or the rigging of sailing boats, which I 



A Bridge!, oil on linen. 1 5JiX23>Sin 
(39,5X59,Scm). 

1 liked the light coming through the bridge 
and the effect it had on the water On the left- 
hand side the water appears dark and still, 
although it is flowing fast and is fully lit/The 
only part of the painting that's brighter is the 
lit side of the wet stones. Painting the river 
was mainly a matter of putting in dark colour 
then adding the reflections of the greens and 
ochres, adding blue and white highlights at 
the end.' 

can show with a little streak of paint on 
the edge of the knife, cutting a line in 
the sky. It's a one-time operation and if 
you can't draw you don't stand much 
chance of getting it right. Really good 
artists can pull this off with a brush, but 
generally rigging done with 
brushstrokes tends to lack liveliness, 
'There are things you can do with a 
palette knife that can't be done any 
other way, such as the incredible one- 
take blending of lots of colours on a 
highlighted area of water or sky. Kyffin 
Williams used to do blocks of colours, 
but you can create wonderful smooth 
skies and just put one boat in front to 
achieve a scene of great power and 
serenity,' 

The process of painting 

■| normally paint from photographs I 
have taken - 1 rarely work on location, 
but my visual memory is very good so 



wwvv.painters-on li ne.co.u k 



■//(fartist June 2015 



19 




▲ Milford Sound, Ne w Zealan cf, oi I o n t i n en, 
39’^X47in (100 XI 20cm). 

1 got this view from a boat. Soft, low douds 
are hard to do with a palette knife; you have 
to drag some paint from the sky to the land, 
blending it in. To imply distance I applied 
more texture and colour In the foreground 
mountains and paler colour and less detail as 
they recede from the viewer " in effect the 
same way that the human eye would discern 
the scene in reality.' 

the photograph is just an mde-memohe. I 
do a painting in one hit if possible, 
though the larger ones might take two 
days. On the third day. the paint is 
getting too dry to manipulate. 
Spontaneity in knife paintings is 
important, because if you use too many 
takes the whole painting becomes 
turgid. I always work from background 
to foreground, having made a good 
marking'in of where things are going to 
be so that I don't waste time or make a 
mistake, 

I use a base of about ten colours. 
Magenta is a key part of my palette, 
along with cadmium red and yellow, 
lemon yellow, ultramarine and phthalo 
blue, violet and the earth colours. I also 
use ivory black, often to modify other 
colours but sometimes on its own. I 
don't use a medium as most paints are 
already too wet straight from the tube. I 



favour Michael Harding and Roberson 
paints, though I buy cheaper brands for 
less Important pigments such as 
titanium and flake white. 

But of course the success of a 
painting is not in the technical things - 
it's your inner vision. Whatever you do 
when you're painting, you have to 
maintain the mystery for the viewer, 
you need to have something that is 
unsaid, otherwise there is nothing left 
for the viewer's imagination to do. It 
shouldn't be possible to take in 
everything right away, yet the painting 
should read perfectly. If you can do that 
youVe got a good painting, however it's 
done. That’s what I try to achieve and 
sometimes f get it right.' 

The practicalities of art 

David's background in a commerdal 
environment paid off when he turned 
to painting. It was a steady, calculated 
process.' he says, 'Many artists don't 
realise the emphasis you have to place 
on the business side of making a living 
from your work. You have to attend to 
every detail, taking photographs of your 
paintings, making records of where they 
have sold, judging your pricing 
meticulously rather than charging 
random amounts - you need to find a 
good framer, too, because the frame 
can make a tremendous difference to 
how your work looks on the wall. A 



painter should not have any other job 
except painting, so you need to take a 
professional approach to all aspects of 
it in order to make a living. I've done 
about 850 paintings and I have a 
system of spreadsheets with serial 
numbersj you need that for reference 
for galleries. 

'In a small way my paintings sell well. 
Someone recently contacted me via 
Facebook to tell me he had bought a 
picture of mine that was so beautiful it 
had reduced him to tears. People do 
like my work and I'm happy, because 
after my twelfth year I am selling as 
much as I can produce.' 



► Beach, Queenstown, New Zealand, oil on 
linen, 21 X29in {53,5X73,5cmh 
'The light was so strong it was almost like 
theatrical lighting and the colours really were 
as vibrant as the painting shows. When you 
are dealing with foliage like this you have to 
make sure that everything behind It is put m 
first, since you don't want any areas of bare 
canvas if there is any chance of it showing 
through where the foliage is more sparse. 

You have to grow the trees by putting in the 
branches and then the foliage, building 
everything up in terms of lights and darks. 
Above the main boat I used tentative little 
pokings of the brush for the foliage. If you 
get it right, the picture lives.' 
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'Whatever you do when you're painting, you have 
to maintain the mystery for the viewer, you need to 
have something that is unsaid' 




A The Bre f f of ChehwortK ot I on I i r»e n, 
2354X31 l^in{59,SXg0cm). 

'The knack of painting water is to use exactly 
the same colours that appear above it but 
make them darker. It's important to be fairly 
free with the reflections, since if you make 
them too literal you will make a painting that 
you could turn upside down rather than 
conveying the presence of water. In the 
reflection of the distant tree the detail was 
done with downward marks, but they are 
limited because if used extensively the effect 
is of a tree growing upside down. The snow is 
blue in areas of shade but has an orange 
glow where it is sunlit; painting is always 
about seeing rather than relying on your 
preconceptions about what the colour should 
be.' 



David Porteous-Butler's 
work is held in collections in the UK, 
USA, France and Italy and he exhibits 
regularly in Suffolk, Wales and London, 
In 2012 he was one of the 20 artists 
Invited by the BBC to be filmed 
painting the Queen's Diamond Jubilee 
Pageant from the Millennium Bridge. 
For more information see 
www.pbart.co*uk 
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RADIANT WATERCOLOUR: 1ST OF 3 



PRACTICAL 



The magic of transparency 

Hazel Scan begins a new three-part series on keeping 
your watercolours fresh and lively. This month she shows the beauty 

of using transparent colours 



T he radiant glow for which 
watercolour is renowned is 
achieved by light shining onto the 
white paper and bouncing back through 
the thin translucent layers of colour. 

This transparent painting medium is 
based on the glazing attributes of 
colours. The diluted paint is laid in thin 
films over a white, or light ground and 
set in place by its binder, gum arable 
Successive layers allow colours 
underneath to be seen through the thin 
layers, creating more colours. 

While the thin layers of paint are 
transparent, the individual colours vary 
in their measure of transparency. The 
misunderstanding of this characteristic 
is often the cause of dull watercolours, 
for despite our best efforts, the natural 
radiance of watercolour is all too easily 
lost. 

Pigment particles 

Watercolour paint is made from 
material pigments bound in gum arabic. 
When diluted with water the gum 
dissolves but the pigment does not, it 
remains in suspension. The brush 
delivers millions of microscopic 
granules of pigment to the paper with 
each application - imagine the micro 



particles of paint on the paper rather 
like pixels on a digital screen. The 
wholly transparent pigment granules 
allow the light to shine back through 
them from the white paper while the 
more solid opaque pigments (eg 
metallic pigments) permit light to shine 
back through the spaces between them. 
Therefore too heavy an application, or 
too many layers, would compromise 
transparency. 

Fewer layers 

All diluted colours are transparent in a 
first layen it is when it comes to glazing, 
laying colours over others, that the 
opacity or transparency of a colour 
comes into play Transparent pigments 
can be layered as they allow the colours 
beneath to be seen and the light to 
shine through. Too many layers will, 
however, gradually block out the light 
and lessen transparency, but these are 
safe colours to lay in multiple glazes. 
The maximum transparency of an 
opaque colour, on the other hand, is 
achieved in the first layer over the light 
ground. Using opaque colours for 
glazing is not safe, unless your intention 
is to modify or mute the colour 
underneath, as they cover the 



undercolours and block the light. The 
magic of radiant watercolour is found, 
therefore, in using as few layers as 
possible to create your image and 
using transparent pigments for glazing. 

▼ The Eiders, wate rcolo u r, 1 2 x 26 i n 
(30.5X66cmh 

Transparent colours deliver radiance, opaque 
colours bring brilliance. The blankets of the 
Maasai are dyed with vibrant reds and blues. 
Each hgure was lightly sketched and painted 
wet-intO'Wet in a single layer of watercolour. 
Can you see the difference between the 
radiant glow of the transparent pigments and 
the brilliant, but more solid red of the opaque? 
From the /eft; 

• Alizarin crimson, permanent rose and 
ultramarine blue {all transparent) 

• Cadmium red {opaque) with cobalt blue 
check pattern (semi opaque) ^ the colour is 
flat and brilliant in hue 

m Scarlet lake (semi-transparent) used neat 
to achieve depth of colour in the folds 

• Quinacridone red {transparent), with 
cadmium red (opaque) to deepen the tone 
in the folds 

• Ultramarine blue (transparent) and Winsor 
red [semi transparent) 
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TRANSPARENT WATERCOLOURS 




A Pedal PoweFf watercolour, 8 X8in 920*5 X20. 5cm)* 

Wir^sor violet is an excellent ingredient for vibrant darks* Here pale tints of transparent colours 
were washed over the background buildings to locate their positions* On the right Winsor 
violet an intense transparent colour, was used in one barely diluted layer to deepen the tone, 
making a rich lively dark. It was gradually diluted as I moved towards the left allowing the 
undercolours to show through and creating a radiant glow with overlap 



< Mud Bath, wate rcolour, 1 2 X 1 2 i n 
(30*5X30.Scm)* 

The colours used were raw umber, Prussian 
blue and burnt umber, all transparent 
colours. Here it is the granulation of the earth 
colours, raw umber and burnt umber, that 
could make the watercolour muddy and 
tormented if pushed around too much or 
used in multiple layers. To safeguard the 
transparency, the dark mixes were blended 
wet-into-wet allowing the paint to settle in 
one layer over the dilute semi-transparent 
yellow ochre underwash 



Get there sooner 

Using few layers means being bold in 
application, not dithering with several 
lesser increments of increasing tone 
when you are seeking a dark colour, 
going in boldly with strong tone early 
on. The aim is to reach the desired 
colours and tones as directly as 
possible with the least number of 
layers. Everything depends on 
freshness, it is not wrong to complete a 
painting quickly, that is the idea! It is 
one of the reasons why watercolour is 
such a beloved medium. Tormented 
colour is dull, overworking ruins 
watercolours, too many layers deadens 
the colours. 

Fewer colours 

The use of too many different colours in 
a watercolour can dull the painting, 
because the colour moves towards 
black as more pigments are added to 
the mix. If the selection of colours is 
limited as far as possible, the painting 
will appear more colourful, more 
radiant. 

Likewise, more vibrant darks will 
result when mixing fewer colours. 1 
often paint with [ust three colours - a 
version of red, yellow and blue. But if I 
am painting deep darks I will choose a 
deep, transparent dark as a base into 
which to add colour, such as burnt 
umber, which is great with Winsor violet 
or Prussian blue. Another good 
combination is ultramarine (green 
shade) and alizarin crimson with burnt 
sienna, which are all transparent 
colours. 

Although indigo and sepia are 
obviously dark colours, and delicious in 
themselves, indigo is opaque, and 
tends to grubby mixes and sepia, which 
is more transparent, can deaden the 
colours it mixes with, I use these 
colours only for small dark details or 
when painting in monochrome 

Restoring lost transparency 

In practice, even though the aim may 
be to keep a painting fresht a 
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▲ Passages m Unear Time, watercolour, 
10Xl4m (2S.SX28cm). 

\n the dark passages of the Tuiiisian soukh, 
yellow ochre creates the glow, Prussian blue 
offers the cool contrast and the vibrant darks 
are created with burnt umber. Septa, added 
carefully at the end, is used for the extreme 
darks but not allowed to mix with other 
colours 



watercolour may still become dull and 
lose transparency. This may be rectified 
by lifting off the offending patch of 
colour with a damp sponge. Allow the 
washed“Out area to dry and then re- 
glaze with a transparent colour to 
reinvigorate the area. The effect never 
looks as fresh as a wash over virgin 
paper but it does retrieve lost 
transparency and re^enliven the tones 
of a painting. 

Many colours stain paper because 
their tiny micro particles creep into the 
fibres, and are therefore not readily 
sponged off, but there are some colours 
that can be lifted off, leaving barely a 
trace: this attribute applies to the 
granulating earth colours, raw umber, 
raw sienna, burnt umber; to burnt 
sienna and yellow ochre; to cobalt blue 
and ultramarine blue among others. To 
increase your confidence, engage these 
colours for broad background areas, 
knowing that if you overwork the area 
you can wash them off and start over iS 

Next month 



► The Portal Kairouan, 
watercolour, IT x l Sin 
(28X38cm)* 

The walls of the soukh were 
painted with yellow ochre, a 
semi-opaque colour that 
quickly loses its transparency 
if painted thickly or in layers. 
On the right-hand section of 
wall I increased the tone too 
much, deadening the colour, 
so I sponged off the yellow 
ochre, got back the lighter 
ground, let it dry, and tinted it 
with a glaze of raw umber. 
Now it settles back and no 
longer upsets the painting 



Hazel Soan 

studied fine art at Camberwell and Leicester Since then she 
has exhibited widely, including in 25 solo shows and her 
work IS in many collections, including BP, BBC Television, the 
Ritz Club and Hilton Hotels. Hazel has written several books, 
mostly on watercolour, and is a regular contributor to this 
magazine. For more information see www.hazelsoan.com. 

Hold's were made during The Artist 

holidags to TunisiV? and Tanzania in 2014. Why not join her to 
pflinl !>i Mrira, Kofiya, from September 26 fo 

October 7. 20 1 5 for a The Artist painting (wlidag. For more 
detaih lekphone 0 1 825 7143 1 0; 
w w w.s pen cerscotttra ve I . c o m . 

Hflid fs holding om exhibition of her ivorff at The GaUerg@Soan Studio, from \une 3 fo 14, 
Croo^fiofH London SW6 4£G. Open daily from 1 2 fo 6pm, or by appointment. 
Telephone 0207 736 4880; f^so^? M@tofricrr.com; www.hazelsoan.com. 
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Birds 

in the landscape 

When the subject rarely sits still for more than a few 
seconds, or disappears as soon as you open your 
sketchbook, you know you're in for a challenge. It all 
comes down to keen observation and life-drawing 
skills, explains wildlife artist Chris Rose 



T he inspiration for my paintings 
often comes from the landscape 
first; it may be a particular play of 
light or the juxtaposition of colours and 
abstract patterns within the landscape. 

I am frequently attracted to overlooked 
corners such as a pile of logs or the 
rhythmic forms of dried grasses 
sculpted by the wind. When I sit to 
paint field sketches the wildlife 
element will invariably introduce itself 
by hopping or flying through the scene. 
The paints are quickly dropped and the 
creature hurriedly sketched in a 
separate sketchbook. Sometimes I will 
be inspired by seeing birds in a 
particular setting or groupings or simply 
because^ as a keen birdwatcher, they fill 
me with joy. 

It is probably this love of birds that 
inspired Beachcombers (right). While 
seeking reference for another painting I 
watched this little group of sanderlings 
busily scurrying along the tide line. I 
loved the way these diminutive waders 
were dwarfed by the Incoming waves, 
an impression enhanced by the 
foreshortening effect of watching them 
from some distance through a telescope. 

Fieldwork 

Sketching quickly moving birds and 
animals requires a lot of practice and a 
sound knowledge of their anatomy. 
Every species has its own character, 
what birdwatchers call 1izz', which I try 
to capture through repeated 
observation and drawing. I have found 
that a great discipline for honing rapid 
drawing skills is human life drawing 
with quick poses of just a few seconds. 
As with any figurative drawing, 



repeated sketching serves to build 
knowledge of the subject, so when 
there is only time to get down a few 
lines of a pose, your memory fills in 
much of the rest 

In the field I make an acrylic sketch of 
the landscape or habitat that will form 
the main reference for a studio piece, 

[ use Liquitex paints on a I2x9in 
(30,5x23cm) Langton Not I40lb 
f300gsm) watercolour pad. Some sheets 
in the pad are pre-stained with a 
mixture of acrylic gesso tinted with 
either Payne^s grey or an earth colour, 
so I have a mix of coloured grounds and 
plain white for different subject matter 
I am a poor watercolourist so I find 
acrylics are great for field work; \ paint 
opaquely and the fast drying time 
allows me to over- paint quickly, 
building up the sketch in layers and 
adding what detail I need over the top. 
Acrylics are hard wearing, accept a bit 
of rough treatment quite happily, and 
are dry enough to throw in the rucksack 
Immediately at the end of a session. I 
generally aim to complete a field 
painting within two hours. 

While field paintings and sketches are 
my prindpa] reference for studio work, I 
do refer to photographs, which are 
mainly used for structural details that I 
do not have time to paint in the field. 

I also avoid using photographs of 
wildlife subjects for reference, except, 
for example, to check a complex 
plumage pattern or the exact shape of a 
bill, A photograph is, perhaps, only a 
I/500th of a second snapshot of a living, 
moving being, and so does not capture 
the movements that led up to that 
frozen moment, nor what happens after 




it. As a result, a photograph can give a 
false impression of the jizz of the 
subject, its movement and balance, 
especially when it is a small and fast- 
moving creature. 

Composition 

Back In the studio I play around with 
the format and composition in a series 
of pend! doodles. I quite often choose 
very high or low horizons and generally 
like the wildlife element to be almost 
incidental in the piece, as if just 
passing through. Sometimes I buck 
convention by having a bird running or 
flying out of the picture to emphasise 
its transient nature, and to surprise the 
viewer Hike the idea of using the 
wildlife element to break up the 
repeating layers of patterns found in 
the natural world - the twigs of a tree or 
the ripples on sand, for example. 
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A Beachcombers, oil on canvas, 30 X40in (76X101 .Scnn)* 

Painting in the distorted reflections on the wet sand involved muting the 
colours and tones; the darkest tone will only be as dark as the real colour of 
the sand. Because our viewpoint is above the ground I had to be aware that a 
bird's reflection was not just a flipped version of the bird. The refection 
comes to us from a point on the sand just in front of the bird, so we see more 
of their undersides as we are effectively looking up at them from much 
nearer. Try it with a mirror! 



DEMONSTRATION 

Beachcombers 



/ 




T'- 



r rxj 



► fieid pamt'mg, acrylic on paper, 
9X1 2in (23X30.5cm). 

This was the main colour reference 




for the painting; acute observation 
during painting gave me the 
detailed structure of the waves 



www.p3inters-online.co.uk 






A Pencil 
sketches of 
sandertings, 
seen through a 
field telescope 
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A STAGE ONE 

Having stained the canvas to kill the white I sketched in the 
composition and the birds in thin oil paint. I never use pencil or 
charcoal always the brush as it is so much easier to make alterations 
and to block in areas of tone. I struggled with the position of the 
central bird, so left it for the time being 





A STAGE TWO 

I quickly blocked in the main areas of colour 
with paint thinned with quite a lot of turps 
and some Liquin, and left it to dry overnight 



^ STAGE THREE 

Working from the background forwards, I 
began to work on the sea. I have spent many 
hours watching waves coming to shore and 
developed a good understanding of their 
changing nature and structure and how light 
played on the foaming, bubbling front edge, 
so I was able to make up the structure as I 
went along, re-working any areas that didn't 
appear convincing. My palette was mainly 
titanium white, yellow ochre, cadmium 
orange, red oxide, and - you've guessed it - 
cerulean blue! 



Having decided on the format and 
composition, I decide what size it 
should be. There is no formula to this 
other than trying to imagine what it 
might look like on a wall at different 
sizes. I tend to paint fairly large 
canvases and. whilst all artists want 
their work to be noticed, I have to keep 
reminding myself that size doesn't 
always matter! 

Materials and colour 

1 generally paint studio work in oils and 
have recently switched from painting 
on gessoed board to Italian linen 
canvas with a universal primer. I prefer 
Winsor & Newton colours but have one 
tube of Lefranc & Bourgeois cerulean 
blue. 1 use this a lot in my colour mixes 
and find the pigment stronger and 
generally more to my liking than others. 

My palette starts with titanium white 



followed by cadmium yellow medium, 
cadmium orange, yellow ochre, raw 
sienna, red oxide (useful with cerulean 
blue and white for muted purples), 
burnt sienna and burnt umber, with an 
occasional raw umber where 
appropriate, cerulean blue, ultramarine, 
Payne’s grey and purple lake, which 
makes some lovely violets and cool 
blues with cerulean. I use Winsor & 
Newton Liquin and Liquin Oleopasto 
fast-drying mediums in my mixes. 

These give a slight sheen to the dried 
paint and, if the paint is not applied 
too thickly, it dries fast enough to be 
over-painted almost the next day. 

When mixing I try to avoid using too 
much white, particularly in the darker 
range, as it can give a chalky look to the 
colours; 1 think this is why I’m such an 
advocate of cerulean blue - it is light 
enough to mute strong pigments, to 



cool shadows or to create soft greens 
and purples without too much need for 
white. Cerulean blue with cadmium 
orange and white also produces lovely, 
soft, warm greys. 

To apply paint 1 use Pro Arte series A 
hog brushes, almost entirely long flats, 
from No. I for fine detail to No. 20 for 
large areas. The long flat is such a 
versatile brush - flat for laying on 
blocks of colour, the chisel edge for 
finer lines. Interesting shapes can be 
achieved when the brush is twisted 
during the stroke. I use one small 
synthetic rigger for detail, mainly for 
delicate areas on the birds or animals. 
The painting knife is also useful for 
sharp points of colour or very thin, crisp 
lines. The great thing about painting is 
that it doesn't matter what instrument 
you use to apply the paint as long as it 
achieves the effect you want, M 
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► STAGE FOUR (detali) 

Working on the next wave in, I 
discovered that by working over 
the wet paint with the tip of a 
painting knife I could create the 
globular effect that I wanted. 
Highlights were also added with 
the painting knife. Reaching this 
stage forced me to address the 
problem of the middle bird, 
which I re-painted running 
towards us - an altogether more 
pleasing pose and better 
compositionally 





A STAGE FIVE (detail) 

While the painted water was still slightly wet I painted in the birds so that some 
of their edges could be softened -- hard edges could have made them look stuck 
on. I used a rigger for the plumage detail 




A STAGE SIX (detail) 

The shapes of the seaweed fronds were developed from a 
series of almost random brushmarks. The long flat is perfect 
for this sort thing; a single, twisting brushstroke describes a 
flat, curling keip frond beautifully. Prussian blue was mixed 
with burnt umber for the deepest shadows and, sparingly, 
with cadmium orange and yellow for the sunlit kelp 



Chris Rose 

specialises in wildlife within the landscape. He is secretary of the 
Society of Wildlife Artists (SWLA) and served for six years on the 
board of governors of the Federation of British Artists (FBA). In 
addition to the SWLA annual show, Chris exhibits widely throughout 
the UK and has had several one-man exhibitions at the Wildlife Art 
Gallery, Suffolk. In 201 1 he held an exhibition at the Air Gallery In 
Dover Street, London, m collaboration with the RSPB in support of 
albatross conservation. He has had work shown in France, North 
America, Singapore and Japan and won several awards, including 
the Arts Club Award, British Birds' Bird Illustrator of the Year and was 
twice winner of Birdwatch magazine's Wildlife Artist of the Year. His 
latest exhibition, Birds of the World, is at Rountree Tryon Galleries, 

7 Bury Street, St James's, London SWI from June 2 to 1 2; teiephone 
0207 S39 8083: www-rountre^tryon-com. 
www.chnsrose-artist.c0.uk; telephone 01 835 822547. 
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Chasing waterfalls 

Falling water provides the artist with a great subject for a painting, 
says Barry Herniman, who shows you how to capture 
the nnoment in acrylics 



W hen photographing falling water 
you have two choices: to 
capture a moment frozen in 
which all the moving water is in full 
detail by using a fast shutter speed, or 
get a more moody shot by using a 
slower shutter speed, to capture the 
falling water in soft focus, almost like 



white candy floss. I tend to take 
multiple shots of the same scene to get 
the best possible reference for later 
studies. Bear in mind that a lot of the 
lights go white and the darks can go 
black, so it's best to take two extra 
shots, one exposing the lights and also 
one for the darks. 



Also, in order to get the complete 
view in the frame you may have to use 
a wide-angle setting and this presents 
you with the problem of distortion by 
compressing the scene. Overcome this 
by taking a few shots at a standard 
setting and paste the photos together 
to get a truer picture, M 



DEMONSTRATION High Water, Aysgarth Falls, Yorkshire Dales 



MATERIALS 

m Canvas board 

• Atelier Interactive Acrylics: 
transparent yellow, Indian yellow, 
transparent perinone orange, trans 
red oxide, cerulean blue, phthalo 
blue, ultramarine, cobalt turquoise 

m 2B pencil 

• Sterling acrylic brushes: S, 6, 4, 2 
flats; 4, 2 rounds; 4, 6 riggers 

m Spray diffuser bottle 




4 STAGE ONE 

Having brushed a few coats 
of white gesso onto my 
canvas board to give me 
some random texture to 
paint on, I lightly drew the 
main elements of the 
picture in 2B pendL 
Diluting the paints to a 
watercolour consistency I 
used my large flat brushes 
to block in the riverbank 
usir^g transparent yellow, 
Indian yellow, orange, 
phthalo blue and red oxide 





A STAGE TWO 

Keeping the colours very wet so they mingled on the canvas like 
watercolour, I moved down into the rocks, I kept the edges sharp but 
where the water overlaps I sprayed the area with water using my spray 
diffuser. Acrylics give you the choke of either leaving your whites, as 
per watercolour, or over painting them. As an avid watercoiourist I 
leave white areas of white paper when painting with acrylics 



A STAGE THREE 

I Strengthened the trees and undergrowth and using my Wo. 8 
round flicked in some strong green accents using traitsparent 
yellow, phthalo blue and cerulean blue. Glazing colour over the 
foreground rocks helped to intensify the depth of tone 
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PRACTICAL 



► STAGE FOUR 

I began to establish some of the 
darker areas with stronger paint 
and also added details. With a 
stronger mix of orange, red oxide 
and ultramarine I 'carved out' 
detail in the rocks within the 
waterfall and increased the depth 
of colour in the underlying rock 
strata at the base of the falls, 
keeping it fluid so the colours 
flowed 





A FINISHED PAINTING 

High Water, Aysgarth Faffs, Yorkshire Daies, acryWc, 15KX19^in (40x50cm}. 
Having established all my basic colours I went in with my rigger and white 
paint to 'tick' in the final details of the falling water and foam trails. 

I finished off with a few glazes here and there to unify some passages of 
colour and some final details to the background trees and foreground bank 



Barr^ iwton holidays at home and 

abroad. He also demonstrates and takes workshops for art 
socieliesTor see wwwbarryhertiifnan.com or email 
baz h errfUc k@gnmd. com . Br ? rry 's C iovf rlea f f ercofo « r 
paintbox is amilahte at www.cloverleafpamtbox.com 
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Local landscapes 

and pointy nosed hounds 

Anna WUson-Patterson's painterly responses to her local landscape are 
made with water-mixable oils, but she also manages to keep her business 

head firmly screwed on, as she explains 



M y work Is an intuitive and 

playful response to the magical 
place where I live^ my subjects 
are the places to which I feel 
compened to return, and pointy nosed 
hounds of all shapes and sizes are 
skilled at nosing their way into my 
compositions. I also find other artists^ 
work very Inspiring. I consider how my 
choice of subject matter relates to the 
commercial market and observe the 
size and price of other artists' work and 
styles of framing. As a result, 1 have a 
good idea of which galleries might 
exhibit my paintings and where they 
could feel at home. 

Habitual working 

Over the years I have developed a way 

of working, I start with a photograph 
with a strong single focal point and crop 



the image into a square on the 
computer, which I print out in colour. 
Working from this I sketch line 
drawings, either in ballpoint pen or felt 
pen - avoiding pencil and the 
temptation to rub out and redraw - in 
chunky square black sketchbooks from 
Seawhlte.* 

I paint on wooden panels; 1 enjoy the 
texture of the wood and can scratch 
layers of paint, repeating the process 
over a period of weeks to create a 
richly textured surface. I like to have a 
store of wooden boards and prime 
them a dozen at a time with layers of 
WinsorG Newton white gesso primer 
and a large household decorator's 
paintbrush: each board is laid to dry on 
a small block, which allows air to 
circulate around it and ensures it is 
fully dry before covering the primer 



with a warm colour, often cadmium red 
or burnt sienna. This process usually 
takes two days and builds anticipation 
for creating the painting. 

In my mind I divide the painting 
surface into sections, sometimes 
horizontal thirds or a grid of four or 
nine squares. I add direction to the 
composition in the form of winding sea 
streams, horizontai waves or vertical 
groynes - I enjoy sketching and may 
produce three or four different images, 
concentrating on line initially, then tone 
and colour. Typical source material 
includes my photographs, sketches, 
reference paintings and my memory of 
being in the place - its sensations, 
sound and smells. 

Slow-drying paint 

Over a period of weeks I work on a 
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FAR LEFT 

Prospect Cottage !rr Sea Mtst oil 1 214X 1 2Win 
{32X32cm), 

I drew the cottage, the round bush and stones 
with a blunt 4B pendl 1 painted the cottage, 
scraping the roof texture with the edge of a 
metal knife and left the painting to dry. Later I 
painted the sky and dragged the blue paint 
down over the rest of the painting using a rag 
and scratched marks in with a knife* After 
several weeks of adding paint with a rag and 
then scraping it away, I was satisfied the scene 
was finished - misty and soft in places, 
contrasting with the sharp edges of the plant 
stems. The colours are black, French 
ultramarine, alizarin crimson and sap green 

LEFT 

Whippet WaiK oil, 23^iX23^4in {60 X 60cm). 

I have two sighthounds so am familiar with 
their body shape. This is a portrait of Esme, a 
gentle older whippet. Because the portrait is 
quite large, I painted the dog without much 
focus on the background. I used titanium 
white, burnt sienna, rose, cerulean blue and 
burnt umber. I painted the body shape first, 
concentrating on the face* Sometimes I can 
overwork a painting, so once the body shape 
felt right, I scraped a simple textured 
background with a wide knife. I also left the 
paws quite roughly painted, because I liked 
the effect 



series of paintings and build up layers 
of paint. I draw in an outline of shapes 
In pencil and gradually work on the 
colours. I use Winsor & Newton Artisan 
water- mixable paints as they move like 
oils and can stay on the palette for a 
few days without hardening, i use the 
paints straight from the tubes and 
avoid mediums^ Tve never had a head 
for strong smells so all the materials I 
use can be cleaned with water I use a 
tear-off paper palette and mix the paint 
with metal knives. 

At the start of a painting I restrict my 
colour to a few favourites, Including 
cerulean blue, cadmium yellow, 
cadmium red, burnt sienna and white. I 
also have a habit of creating a tonal 
underpainting using just a blue, brown 
and white - I have large tubes of 
cerulean blue, Prussian blue, 
ultramarine blue, raw umber, burnt 
umber and titanium white. As each 
painting develops I add colours from 
the tube only as I require them, i 
concentrate on tones and work from 
dark to light. 

I leave each work for a fortnight so it is 
completely dry before adding another 
layer, so each paintings takes about two 
months to complete. I prop the 
paintings on the mantelpiece and look 



PRACTICAL 

at them from various angles and 
different times of day. Strong pieces are 
kept and others that are less successful 
are put back on the shelf for future 
work, [wait several months before 
varnishing my work, again with a Winsor 
& Newton matt varnish from the Artisan 
range. 

Open house 

The artists that have directly influenced 
my paintings include loan Eardley, 

Tessa Newcomb and Elaine Pamphilon 
- they have all explored specific 
geographical locations and celebrated 
still life. Underneath the simplicity of 
their paintings are excellent technical 
drawing and composition skills, as well 
as a unique language. 

Twice a year, in june and September, I 
host an Open Studio at home, I like to 
hang my paintings in groups with 
similar subject matter such as coast, 
gardens or sighthounds, i decorate my 
home and move furniture so visitors 
making return trips will always find 
something new and interesting. Some 
years I sell very well, other times the 
publicity generated means 1 receive 
commissions. 

’ www.seawhite.co.ukf 01403 71 1633 



DEMONSTRATION Red Hut and Frank the Lurcher 




SOURCE MATERIAL 

My main reference photograph, sketchbooks and two small oil studies for colour reference, especially the grey-greens of 
the coastal plants* I draw the hounds from life in the back garden - for me they add direction to a composition 
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WATER-MIXABLE OILS 




< STAGE ONE 





J chose to work on an abandoned painting, 
which provided a bright cheerful 
underpainting that included cerulean blue, 
cadmium orange and alizarin crimson* The 
highly textured board helped to achieve the 
effect of tir^y textured marks to represent the 
pebbles of the shingle bank 

T STAGE TWO 

This shows the painting in progress, my pen 
and felt pen colour sketches, my paper 
palette and water. I worked on the painting 
for a day, applying the paint with knives. On 
the palette are small amounts of black, burnt 
sienna, cadmium orange, cadmium red, sap 
green and titanium white* Using the line and 
tone drawings helps me establish the darker 
areas first* 1 then left the painting to dry 
thoroughly 



STAGETHREE 

I decided to add Frank the lurcher 
bottom left, looking toward the hut, 
which I think creates a diagonal 
compositional tension* I always walk 
with dogs so it feels normal to include 
one in the painting, and srghthounds 
in particular have a tendency to stop 
and stare at the horizon. The texture 
of the wooden surface includes white 
pebbles, but I made Frank a bright 
white to contrast with the highly 
coloured shingle. I left the painting to 
dry for a few weeks, propped on the 
mantelpiece while I looked at it daily 



'I prop the paintings on 
the mantelpiece and 
look at them from 
various angles and 
different times of day' 



V 
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A FINISHED PAINTING 

Red Hut and Frank the Lurcher^ oil, 

12X1 2m (B0X30cm). 

Deciding the foliage was too green I 
mixed Payne's grey with eery lean blue 
and dragged a layer of colour over the 
plants, then painted the teasels a 
brighter tone of sap green with the 
edge of a knife, I added a sharper edge 
to the water on the horizon, scraped a 
few more lines into the hut and gave 
Frank another coat of white and a 
scruffy beard 



Anna Wilson^Patterson 

has a BA Hons in History of Design and a Post Graduate 
Certificate in Art and Design Education. She has worked In 
community settings since 1991 and ran her own gallery, 
selling her own and other local artists' work for five years. 
Currently she promotes her work at Open Studio events, via 
her online shop and in independent galleries across south 
east England, inctuding Avocet Gallery, Rye Harbour and the 
West End House Gallery, Smarden. Her greetings cards are 
sold across the UK. South East Open Studios is from June 5 
to 21 . Three of her paintings are to be included in The Book 
of the Dog: Dogs in Art to be published by Laurence King in 
September, price approximately £12.99, ISBN 
9781780676562. 

www.arinawilsoripatterson.com. 
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GEOFF HUNT'S 

Watercolour 



A new paintbox, 
excellent weather 
and painting by 
the river 

JUNE 



I n mid June my new Craig Young paint box 
finally arrived. It had been a long wait (20-odd 
months, if you're interested), but it was worth it 
My first reaction was joy; my second, about a 
minute later, holding this fairly heavy box, was: 
'but I mustn't drop this one in the river!' 

After 1 had taken my new box out for the first 
few outings ! discovered that it possessed an 
unexpected quality, something to do I suppose 
with the weight of the metal (brass) and the 
precision of Craig's construction: which was that, 
once dosed, this box kept the paint moist for a 
tong time. I could almost treat it like a pleln-air oil 












A By the Great Hail, Uncoin's Inn, watercolour on Arches Rough, 1 X 1 4in (26.5 X 28cm). 

Along with some other Wapping Group members I was kindly permitted to work in the grounds of Lincoln's Inn on the day, but advised to 
make an appointment next time! 
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brought some excellent weather and 
everything was out in full leaf so it was time to square 
up to the challenge of all those dark green trees 



pochade box - once it was set up with paints I 
couid move on to a new location for a second 
painting, or even leave it closed overnight, then 
carry on working from a palette of paint that had 
remained fairly wet and workable. 

June brought some excellent weather and 
everything was out in full leaf so it was time to 
square up to the challenge of all those dark green 
trees. Mostly I try to deaf with these by using as 
little actual green as possible, just relying on very 
dark masses with a greenish bias* I said in a 
previous article that you can get away with a lot of 
loose treatment of broad areas like foliage {the 
same applies to water, and skies, and expanses of 
shadow) if the mainfocus of your painting is 
handled with a bit of care and precision in the 
drawing. A similar kind of thing is also true of 
colouring; you can get away with substantial areas 
of almost monochromatic tone, just pushing it 
towards the desired colour, leaving a lot of the 
work to the spectator. All of which sounds very 
calm and controlled, but I was neither on the two 
days represented by these two paintings. This was 



because conditions seemed so absolutely perfect 
both days - fine weather, lots of daylight, 
interesting subjects - that I got angry when things 
just didn’t work out. So In fact both of these are 
the second paintings of their respective days, the 
first ones being the 'got very angry' ones. One 
thing I miss about oil painting outdoors is the 
powerful temptation, on days like that, to hurl the 
wretched thing into the river. Hike my watercolour 
stretching board too much for that, and it's a fuss 
to tear the paper off; and then, of course, the 
paper wouldn't skim beautifully through the air 
like a small oil panel does. 

As painted, these two pictures were similar in 
that each was divided roughly in half down the 
middle, the right half consisting mostly of loosely- 
handled tree masses and the left half of a detailed 
architectural feature. Back in the studio I tried out 
some alternative cropping, and cut both of them 
down somewhat m 



Next month: Wimbfedon and Maylandsea 



A Summer Green, 
Richmond, watercolour on 
Arches Rough,1 1 14x 1 Sin 
(28.5XB8cm)* 

I had been playirtg about 
with different painting 
sizes and this was the first 
outing for what would 
quickly become a 
favourite formula of mine: 
1 1 1^X 1 Sin. This sounds 
like an unusual size 
because you don't see it 
in pads or blocks, but it is 
a regular proportion of 
3:4 and it felt about right 
to me; not too big, but 
still with a bit of elbow- 
room to work in 



Geoff Hunt is vice 
president of the Royal 
Society of Marine 
Artists and a member 
of the Wap ping Group 
of Artists 
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2ND IN A SERIES OF 6 



Figurative fundamentals 

GESTURE AND PERSPECTIVE 



Ann Wttheridge and Holly Cawte continue their series about the language 
of drawing and painting by developing more exercises to explore the ideas of 
proportion and composition that were examined last month 



W e are still dealing with line, not 
mass and an essential part of 
the construction of a drawing 
or painting: the scaffolding. 
These exercises can easily be done in a 
sketchbook and take 10 to 20 minutes. 
The more often you do these sketches, 
the cleaner and surer the result will be. 

When doing your exercises, take a 
simple object and push and pull It 
around; change the point from where you 
view it Try to add more gesture (lean), as 
opposed to too little lean (too straight). 
Now, take some extra objects: place 



them close together, and then far apart 
Experiment with what works for you. 
Perhaps the placement of the object will 
help the sense of perspective. Place the 
object high up if you want a low 
viewing point. For instance, it would 
make more sense to place a hill-top 
village at the top of a canvas, adding to 
the sense of loftiness. Think of Monet's 
paintings of Rouen Cathedral ~ he fills 
the picture plane, adding to the sense of 
height and awesomeness of the 
buildings. 

Place the object tower down on the 



picture plane to have a sense of a high 
viewing point, like that of a bird. Think of 
seascapes, and Dutch landscapes, they 
have iow horizon lines that add to the 
sense of sky and depth. 

When setting up your composition 
remember it is not the object that will 
make it work, but how you design it 
within the picture plane, how you relate it 
to the other objects, the background, and 
the perspective from which you view it. 
The most important part is the object's 
relationship to these factors, not the 
object itself. 




GESTURE 

Gesture is relevant even when not dealing with 
the human form. The gesture is the weight of a 
character, the natural counterpoise; iVs the 
natural weight of an object that causes the 
slight lean to one side. Look around you at 
people standing in a group, they will have their 
weight on one leg or another, their heads are 
rarely straight but will have a natural tilt. 
Likewise a tree in a landscape has a lean one 
way or another, a weighty sense of the 
branches to one side. This is all gesture. 



M Here is an apple. 
It leans to the right. 
This, in broad terms, 
is the gesture. The 
horizontal and 
vertical Imes describe 
the proportion of the 
apple. The diagonal 
lines describe its 
gesture. I have also 
put in a central axis 
line 



► Fiowers, oil on canvas, tOXSin (25 X 20cm). 

In this simple set up the flowers are not rigidly 
coming out of the vase but leaning to the left. 
Likewise I have placed the vase off-centre, rather 
than in the middle, so that the subject becomes 
the fail of the flowers 
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PRACTICAL 



PERSPECTIVE 

Perspective is the angle at which we see objects and their 
relationship to one another. The perspective In a street is much 
clearer than in the studio, due to the distances. But the same sense 
of perspective applies. The farther away an object is, the smaller It 
appears. Setting up a still life so that you look down on the object, or 
up to it, creates an interesting perspective. 




A Apple and Paint Tubes, o i I on ca n vas, 8 x 1 2 i n {20 x 3 Oc m ) . 

If objects such as paint tubes are added the relationship between the 
objects can add an even greater sense of perspective. Here they are quite 
balanced - I have pushed them far apart, I also twisted each paint tube to 
add gesture. The horizon line can also greatly add to the sense of 
perspective and movement: one of the tubes has been placed over the edge 
of the table and coming off the picture plane 




A Daisy Perkins TeacupSy oil on canvas, T OX Sin (30 X 20cm). 
This painting is by one of my students. We were discussing 
both perspective and gesture in still life, which is not as 
obvious as perspective in landscape painting or gesture 
figure painting. But here she has successfully added both a 
sense of lofty perspective by taking a low viewing point, and 
a sense of gesture through the rhythm of the teacups 
balancing one on top of the other 



EXERCISES 

What you'll need 

You1l need some paper or a sketchbook, a pencil, a ruler and a firm eraser. 

This exercise requires a small collection of varied objects: a drinking glass, 
bowi, vase, teapot, fruit.. .etc. I also recommend sketching outdoors to see 
how both perspective and gesture work. 

PERSPECTIVE 

Simple setups are recommended at the beginning. First, place an object in 
front of you, and start to draw in your sketchbook. Then introduce a second 
object Place it behind the first, and observe how the distance between your 
objects is creating spatial depth, or perspective. Experiment with drawing two 
objects before introducing a third. Placing objects further away from each 
other and on different levels will create greater perspective. 

It's not easy to create perspective on a 2D surface, and pencil/charcoal/paint 
handling also plays a part. To create an illusion of depth when using pencil or 
paint, try varying the pressure of the pencil, ie the tone. Using lighter 
tones/lines within the drawing will create distance (background), allowing the 
stronger darker tones/lines to bring about a focal point within the 
composition (foreground). 

Hatch marks and expressive design help when beginning a painting or 
drawing. Quick tonal work Is particularly useful when landscape painting. 
When outdoors, with time against you and light constantly moving, you have 
to prioritise when viewing large tonal areas {light/mid/dark), quickly sketching 
before painting begins. This is a great exerdse to do at the start of any 
drawing or painting as it answers so many questions for the completed work - 
proportion, composition, perspective and gesture are all seen within these 
small works. In the studio you have the luxury of a controlled environment: 
the light will not change, nor will the weather, but it is still important to 
simplify and reduce the information to what is essential. 







-- 1 



A Try using perspective outside, starting first with 
one-point perspective. This is also called linear 
perspective or vanishing point perspective. The 
principle is that alt parallel lines on the same plane 
[horizon line) appear to get closer together as they 
recede into the distance. The point at iwhich they seem 
to meet is the vanishing point. Remember, your 
vanishing point corresponds to where you place the 
horizon line on your paper/canvas, usually eye level, but 
play with different combinations in your sketchbook. 

Try to alter the composition through each drawing. 



www.p3inters-online.co.uk 



■//(fartist June 2015 



39 



GESTURE & PERSPECTIVE 




A Try moving your vanishing point from the centre of the picture 
ptane to an extreme left or right 




A Tonal atmospheric or aerial perspective appears when we view 
something further away from us. through the atmosphere. Air and 
atmospheric pressure force the tonal saturation of your subject or view 
to lessen. As your subject moves further away from the human eye. so 
too does the tone or value, usually becoming lighter. Therefore, in your 
work, experiment by leaving the background of your subject light and 
the foreground dark 

GESTURE 

Gesture is introduced through the movement of your subject. 
Always remember to 'push' or exaggerate your subject. The human 
eye has a tendency to try to straighten compositions; to 
counteract this, push your gesture an extra 10 to 20 per cent For 
instance, when drawing a stilHife object such as a pear or apple, 
place it off balance. Try different approaches within the setup, 
placing the object on its side, leaning on a piece of fabric or 
upside-down, and different light setups. All make for interesting 
compositional choices and will help in showing gesture. 

When outside sketching, try to capture the movement within 
your subject. Gesture in the landscape can be trees moving in the 
wind, clouds drifting, distant backgrounds and movement within 
the foreground. Gesture is movement, and using movement 
throughout your work will make the viewer's eye dance around the 
finished piece. Experimenting with gesture and learning how to 
create movement within your work will help prevent the work 
from feeling static and stale 

► In this simple drawing of a net over a pot I have both tipped the pot 
and given rhythm/gesture to the net 

Ann Witheridge 

is a founder and director of Lavender Hill Studios. London, an art 
school dedicated to teaching traditional techniques of charcoal 
drawing and oil painting. Holly Cawte. student teacher at the 
studios is a recipient of the De Lazio scholarship and Leighton 
House Museum artist in residence. 



A if you introduce two sides of a subject, such as when facing the 
corner of a building, two vanishing points are required; this is known 
as two -point perspective 




* A simple value scale 

Many tonal variants may be seen within a piece of work. However, in 
the beginning I recommend you stick to three simple tones: light, 
mid. and dark 
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Cornivoi Characters on the Piaz^etta, oil on linen, 42^iX6t>Xin (107X 153cm), 



Carnival perspective 

James Horton describes the second of two new comnnissions for 
paintings of the Venice Carnival, for which he drew on some old on-site 

material for reference 



O ver the years J have accumulated 
a large quantity of drawings and 
paintings of all aspects of 
Venetian architecture and everyday life 
and have made several paintings, but 
when the idea of more carnival pictures 
came about I jumped at the chance. 
Last month I described how one of the 
paintings, Ckaraclen Oulside Ca\le 

Plorian, should be like a tableau. 

Warm light 

Perhaps the most significant difference 
between the two pictures (shown last 
month, and above) is that of light - the 
beautiful late afternoon light that is so 
typical of Venice, 1 chose to portray this 
event (above) in the wonderful warm 
light of the late afternoon, which gave 
an extra edge to the shadow quality 



and the effect of everything having a 
silver lining. 

There was always a hive of activity on 
the gangways by the gondola stations 
and the costume characters were 
constantly shifting and performing a 
strange and mysterious cross between 
mime and dance. In a situation like this 
it is difficult to be able to see beyond 
the event and have any real idea about 
how you might use this information. Ail 
you can think about is capturing the 
moment while It lasts. 

The groups of figures on the gangways 
are depicted just as I saw them, in each 
case I had time to make quite a few 
studies m so they quickly acquired 
a feeling of permanence but the two 
figures on the far left were taken from 
studies I made around the corner in the 



Piazza San Marco and had to be carefully 
introduced into the composition. 

Perspective 

There were two potential pitfalls here. 
The first was that the strong light 
coming from the right had to be 
consistent, and the second was 
perspective. The two characters on the 
far left are on the same plane as me, 
the observer as they were when I first 
drew them. This is borne out by the 
horizon, which is in this case naturally 
defined by the water line and runs 
through their eyes, which are, roughly 
speaking, on the same level as my own. 
The characters on the gangways are 
elevated by a foot or so, so their 
eyeline appears higher in the painting. 
Ail of this may seem a trifle pedantic 
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A IVly composition sketch squared up and ready for 
transferral to the canvas* These are not actually squares^ I 
take the overall proportion and subdivide, thus producing 
oblongs that are proportional to the rectangle 



but if the idea is to create a convincing 
scene then these things must be correct, 

The placing of the campanile of San 
Giorgio had to be carefully considered. 
Within reason the whole of the church 
and tower could appear almost 
anywhere along the horizon line, so in 
order to avoid a strong vertical in the 
middle of the canvas I placed it roughly 
two thirds of the way along. With a little 
bit of shunting around of the figures on 
the gangways I was able to let enough 
of San Giorgio be seen and not be 
awkwardly obscured by too much 
activity in the foreground. 

Ready to paint 

At this point in the design I was aware 
of the strong diagonal that runs across 
the picture plane with all the activity 
taking place above it, which leaves 
rather a lot of foreground with not a lot 
happening. 1 did not want a full-size 
figure in that part of the canvas so a 
child was perfect, i also felt that it 
added to the mystery and generally 
surreal atmosphere that was ever 
present in the carnival. 

Once I had designs for both pictures 



DEMONSTRATION 

Carnival Characters on the Piazzetta 



A STAGE ONE 

I transferred the drawing to the canvas 
using charcoal, and went over it with 
turpentine which, when dry, effectively 
fixed the line. At that point the 
squaring-up lines can be wiped out with 
a rag 



► STAGE TWO 

I felt I needed a more detailed squaring- 
up of the two right-hand characters as 
there were large areas of costume with 
little information. This would give me a 
bit more guidance when blocking in. 1 
did them in red chalk so they could be 
seen more easily 



ready to roll it was time to start work on 
the canvas. Both pictures {last month 
and here) are the same size and 
painted on Irish linen sized and primed 
with a good quality oil primer 1 have 
always prepared my canvases myself as 
I feel any picture begins right there 
with the tooth, grain and absorbency of 
the primer 

I bad already decided, in advance, 



that I would work on both pictures 
concurrently and not bring either one 
to a conclusion ahead of the other This 
meant I could work for a period of time 
on one and then take a break by 
switching to the other Having a break 
from a picture is always a good idea 
although I've yet to discover an 
effective way of actually knowing when 
a picture is finished! lil 






This was the first realisation of the composition in colour 
Several things are not quite correct such as the two figures 
on the left having the same eye level as those on the 
gangway. This would make them about eight feet talk Also 
the perspective on the gangways is a bit wonky. None of 
this matters too much when you are just trying to get the 
feel of how things should be. I felt I was going in the right 
direction 
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PRACTICAL 




A This is the first attempt at grouping the three figures on the 
gangway. There is no real detail as such - I wanted to work out 
how they fit together and how their general stance should be. 
Detail or working up can always follow later when the broad 
essentiab are established 




A This is the watercolour I made to get the basic pairing of 
these two characters right. As always, the fine tuning could come 
later, but at this point basic understanding of your subject is vital. 
One extra complication here was the see-through veil 




A STAGE THREE 

After the initial covering of paint, 
colour and tone were sufficiently 
in place to be able to look at the 
painting as a whole and get 
some idea about how it might 
look on completion. I established 
the sky early as there would be 
various things that would need 
to go over it 



► STAGE FOUR 

I needed to know how the little 
foreground figure would take its place in 
the lighting scheme. The costume was a 
mass of triangles and diamonds. I had to 
simplify this greatly in order to try and 
make a convincing back light effect. A 
few 'dry runs' at something like this are 
essential or confusion will overcome you 
on the canvas 
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Harmony 

is a limited palette 

Judi Whitton describes the joys of restricting your choice of pignnents - with 
fewer decisions to be made you can concentrate on conveying sensation and 
atmosphere rather than worrying about exactly which paints to select to 
reproduce a particular colour 



U sing a limited palette forces you 
to explore all the possible 
combinations of your selected 
paints and you quickly get to know 
favourable mixes and the individual 
characteristics of your chosen pigments. 

In an ideal world you would only need 
the three primary colours (red, yellow 
and blue) to reproduce any desired 
colour Unfortunately, paints are impure 
to varying extents so it becomes 
impossible to mix true secondary and 
tertiary colours. 

For me the joy of restricting the 
palette is not necessarily to be able to 
recreate a large range of intense 
colours but to be forced to interpret 
the subject within the limitations of the 
available pigments. With a highly 
restricted palette the artist can produce 
an exciting and original watercolour that 



is harmonious and pleasing to the eye. 
For example, in Scuok Tiraoro e 
(below) I used only perylene green and 
cadmium orange (MaimeriBlu). In Chart 
A (top right) the individual colours are 
shown together with swatches depicting 
various amalgamations of the two 
pigments. Both colours are in my 
regular palette as cadmium orange 
produces a wonderful grey with 
cerulean blue and perylene green 
makes a good, subtle foliage green and 
is ideal for the typical Venetian green 
shutters. 

Dark and muted tones 

When you select your two-colour 
palette it is worth bearing in mind that 
if you wish to have dark tones in your 
painting you will need to choose one 
pigment that is naturally dark in tone, 



such as Winsor blue, perylene green, 
burnt umber, dioxazlne violet or indigo. 
For this reason it was more difficult to 
achieve a dark tone in Two Lions Fhmking 
Arsenate, Landgaie, We nice (below right) 
than in Scwo/^? Tiraoro e Bnfhoro. 

In Place de la Republigue (page 46) the 
palette was restricted to burnt umber 
and cerulean blue with touches of raw 
sienna and white gouache (Chart D|, 

The addition of a chalky pigment such 
as jaune brilliant Nod, Naples yellow 
reddish or white gouache to your 
palette provides an opportunity to 
expand the range of available effects 
and add highlights whilst still 
maintaining the unity of a two-colour 
palette. However, apply it sparingly and 
be careful not to allow these pigments 
to contaminate your watercolour paints 
or you will lose transparency. You can 










► Scuofcr Tiraoro e Battioro ibutting up to 
StSroeA Venice, watercolour, pend! and ink 
on self-tinted Canson Moulin du Roy l40lb 
{300gsm) HP, 12Xl5^in (30.SxmScm). 

The colours I used, perylene green and 
cadmium orange, were dictated by the 
cotours of the building to some extent. 
Working on paper tinted with a pale grey 
wash, I drew the subject first in pencil and 
then in ink. I was looking for colours that 
reflected what was observed but would also 
work in harmony with the ink drawing 
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COLOUR MIXING CHARTS 

The paints are Winsof Newton except where specified and painted on white paper 




Perylene green and cadmium orange 




Burnt umber and cerulean blue 



mix chalky pigments with your normal 
watercolours to produce a wonderful 
array of soft, opaque muted colours 
(Chart E) but apply with restraint or 
your picture may lose that wonderful 
translucency. 

Mixing colours 

Stirring colours together on the palette 
inevitably means that the Individual 

► Two lions flonkmg Arsonaie. Lan^iga te, 
VemcOs watercolour with pencil and ink on 
Two Rivers Handmade watercolour paper 
(grey), 8X1 Oin (20.5 X 25cm). 

Completed using Indian red and cerulean 
blue {Chart B), there are also touches of raw 
sienna and the lighter areas were achieved 
with the addition of the chalky jaune brilliant 
No. 1 (Holbein) and a touch of white gouache 




Cerulean blue and Indian red 



E 




% 

Chalky pigments; Naples yellow 
reddish (MarmeriBlu) and jaune brilliant 
No. 1 (Holbein) with various colours 
from the palette 




C 

% 




Burnt sienna and indigo 
Recommended by John Lovett, who enjoys 
using this palette (www.johniovettwatercolour 
wor ksho p.com/l i m ited -palette) . 
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< Place de la Repubilque, ArleSf Provence, 
watercolour and pencil on self-tinted Arches 
1401b (300gsm) HP, 10Xi2in (25.5 x 30.5cm)* 

I have used an opaque pigment in places to 
retrieve some of the lights, which is useful 
when working on a tinted support. The 
colours are burnt umber and cerulean blue 
with touches of raw sienna and jaune brilliant 
No. 1 (Holbein) 



▼ Fondamenta dei Sqaero, Venice, 
watercolour and pencil on self-tinted Arches 
1 40lh (300gsm) HP, 1 1 X 11 in (28X28cm). 

The focus of the painting is the tall pink 
house, which is depicted in chalky Naples 
yellow reddish (MaimeriBlu) and cadmium 
red* The rest of the picture was rendered in a 
more muted limited palette of Winsor blue 
and Indian red with touches of jaune brilliant 
No* 1 (Holbein) 




properties of the pigments are lost it 
has always been my belief that colours 
should be amalgamated very carefully 
and scarcely combined at all so that the 
qualities of individual pigments is 
maintained. It is far better to try to 
combine the pigments on the paper 
itself rather than in the palette. In this 
way the work has a freshness and 
spontaneity which is lost if the 
pigments are over- mixed on the 
palette. The colours for the swatches in 
the charts were allowed to combine on 
the paper in such a way that the 
individual paints still preserve their 
identities. In Scmia Tiraoro e Biitf/ara 
(page 44) you can see liveliness of the 
washes depicting the walls of the 
building. This is a direct result of 
allowing the pigments to mix on the 
paper. Using a limited palette for part 
of the picture and then adding further 
colours for a particular area allows you 
to draw attention to one particular 
feature, as in Fondamenta del Squero, 

Venice (right). 

There is no perfect limited palette for 
all occasions. All the paintings here 
were completed In front of the subject 
and using a pared-down palette can 
make life easier for the artist when the 
conditions are difficult. 

Intense colour palettes 

If you like intense clarity of colour this 
approach may not work for you. It may 
be better to study colour theory and 
look for inspiration and 
recommendations from artists who like 
to use saturated colour. Howevec 1 find 
that if I immerse myself too much in the 
technical side of pigment behaviour I 
begin to lose the will to place paint on 
paper 



It can be helpful to study colour 
theory, which explains why certain 
combinations of paint produce good 
saturated secondary and tertiary 
colours and others do not. However, 
subtle is beautiful and too many high 
intensity colours may not work in one 
picture. 

If you are a colourist who loves bright 
intense colour you will be aware that 
every time you mix colours, whatever 
their propertieSr there will be some 
corruption due to the inevitable 
impurities in the paints chosen. While 
knowledge of how different paints 



combine is a useful tool to limit this 
desaturation, at the end of the day it 
may be easier to forget all about 
limited palettes and have a large 
selection of colours available and 
concentrate on neat colour and keep 
mixing to a minimum. 

If you are an artist who values 
harmony, subtlety and unity maybe 
more can be achieved with less colour 
Perhaps I could encourage you with 
your next painting to choose two 
colours in a semi-haphazard manner 
and perhaps you will be amazed and 
delighted at the result. M 
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▲ Beaune, Burgundy, Fran ce, wate rcolo ur a n d body colou r o n s e If-timed Arc h es 1 401 b ( 3 0 0 gsm) H P, 1 2 x 1 2 i n [30,5 x 3 0, 5cm), 

The choice of pigments was to some extent influenced by the lovely warm pinky grey of the underwash on the paper. I felt Indian red and Winsor 
blue (Chart F) would be sympathetic with the tint and keep an overall unity in the picture. Some tiny touches of jaune brilliant No. 1 (Holbein) 
were added at the end 



JUDI'S COLOUR TIPS 

• To avoid being overwhelmed by the amount of information available, study the 
recommendations of artists you admire, 

• Studying colour theory will enable you to select a limited palette that will produce 
bright secondary and tertiary colours. Remember that many highly intense 
colours in one painting may not work. 

• You can select two colours at random for your limited palette and stilt produce an 
exciting harmonious piece of work. 

• In a two-colour palette it can be helpful if one of your pigments is naturally dark if 
you wish to achieve dark tones in your painting. 

• If you work on tinted paper select a limited palette that will harmonise with the 
colour of the underwash. 

m If you incorporate a chalky pigment you can add a new dimension to your 
watercolour whilst keeping the unity of a two-colour palette. 

• You can draw attention to a particular feature of your painting by the use of 
colour. Use a distinctive colour on the primary area and employ a limited palette 
of muted colours in the supportive areas. 



INFORMATION SOURCES 
FOR COLOUR TRIADS 

• Soraya French's series of articles for 
The Artist in 2013 

• June Boxman recommends various 
triads at www^mad isonartshop.com 

• Some paint manufacturers promote 
their own triads, such as Daniel Smith 

(www.danielsmith.com) 

• The knowledgeable Bruce MacEvoy's 
website www.handpri nt.com which I 
cannot recommend too highly for the 
accessible way in which colour theory 
is explained 

|uiJ/'s book Painting in Venice wiU be 
pubiisfied m 201 5. If you would like to be put 
on the nmiting list please email 
iudi@water£oiourxoMk. For about the 
book see w w w. waterc olo ur.co.uk 
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DEMONSTRATION Floral necklace 



Billy Showell's three-part series 
takes a sideways look at botanical 
painting. In her second article, Billy 
Introduces her floral necklace 



T he most important thing to bear in mind when laying out 
a design is to avoid creating faces with the flowers, so 
really symmetrical designs, which then taper to a point, 
have the danger of being viewed as eyes and mouths, etc. It 
Is best to stagger the flowers in weight and design to avoid 
any associations with a face. I often hide the neck of the 
stems so as to conceal how it would all be connected, which 
allows me to be more creative with the design and drop in 
the odd extra detail to balance everything. I do like the 
elements to feed in behind the arrangement but they should 
do so only if the plant would naturally be that long. Ql 



I started by sketching out the 
overall shape of the necklace 
and then lightly arranged the 
positions of the flowers so that 
they sat well in and around the 
design, I painted the hellebore 
flowers first and then the 
dicentra above and below. The 
heuchera neckline was next, to 
sit behind the top flower. Fit in 
the rest of the flowers and 
leaves as you go. 

Billy Showell Sennelier 
watercolours contain honey, 
which keeps them smooth and 
adds luminosity* I use the tubes 
so that I can squeeze out lots of 
lovely strong colour and keep it 
on the palette ready for the next 
day, Billy Showell brushes have 
very good points and should 
last a very long time, so long as 
you don't use them to mix paint. 
Use the size 6 brush for the 
washes and the 2 for the very 
fine detail and an old brush for 
mixing. Have plenty of dean 
water to mix with and to wash 
the brushes. 

I am showing you the stages of 
the main flowers in this design* 
Instructions on leaf painting can 
be found in any of my three 
books, published by Search 
Press {www.searchpressxom) or 
at www.billyshowelLcom. 



HELLEBORE FLOWER ► STAGE ONE 

Lightly draw the hellebore flower with 
a 2H pencil* Glaze water over one petal 
until it glistens evenly, being careful 
not to paint the water outside the 
shape. While the water glaze is still 
glistening drop on a mix of rose 
madder lake, cobalt blue and Sennelier 
yellow deep; next to it lay a mix of 

phthalocyanine blue and lemon yellow. If they are of a similar 
consistency they should meet and blend without a noticeable 
join. Allow the colours to settle then just before they dry tap the 
clean wet tip of your brush onto the petal - this wilt deposit tiny 
amounts of water to give a dappled effect. You can also drop 
some of the pink colour into the green to create a blurred design; 
the pink paint should be fairly strong so that it doesn't spread too 
much. Let the brush dance around and try to recreate the pattern 
of the flower; don't overwork the area, Just drop and leave - this 
will allow the paper to rest and the paint will settle to a natural 
pattern 



MATERIALS 

• Billy Showell Sennelier 
watercolours: French 
ultramarine, 

phthalocyanine blue, cobalt 
blue, Sennelier yellow deep, 
Sennelier lemon, dioxaztne 
purple, rose madder lake, 
Helios purple, quinacndone 
gold 

• 2H pencil 

• 640gsm Fabriano Artlstico 
HP paper 

• Billy Showell brushes sizes 
6, 4 and 2 




► STAGE TWO 

Complete the same process for the 
remaining petals but work each one 
at a time to avoid the edges 
bleeding into one another* Once the 
entire initial glaze is dry, remove all 
pencil from the painting except for 
the seedpods in the centre. Next 
paint on the fine edges to the petals 
and seedpods using a strong mix of the Sennelier yellow deep, 
rose madder lake and a touch of French ultramarine, using the 
tip of the size 2 brush* If you wobble a little you can often hide 
it in the texturing and panerning on the next stage; just make 
sure that the outer edge is clean. Be sure to define the curved 
edges where the petals up-turn 




STAGE THREE t 

Using the tip of your size 2 brush, 
lightly paint in the darker patterning 
on the petals, some are clear vein 
patterns, some are just markings. Keep 
the brush twisted to a fine point and 
use the same 
colour mix as 
Stage 2 - it 
should be fairly 
wet so as not to 
make fuzzy 
marks* Allow 
everything to 
dry 
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► STAGE FOUR 

Mix up two or three various strength 
puddles of fresh green using lemon 
and phthalocyanine blue. Mix 
puddles of dioxazine purple with a 
touch of yellow deep and a puddle of 
quinacridone gold with a touch of 
the mixed bright greens^ Also have a 
bright mix of rose madder lake with 
helios purple. All should be fairly wet 
as you will use them to sweep over the petals as glazes and the 
detail should shine through. If two colours are required on one 
petal, start with one then quickly clean your brush and continue 
with the other colour. Take all colour glazes right up to the edges of 
each petal 

► FINISHED 
HELLEBORE 

Use a stronger mix of mix rose 
madder lake, cobalt blue and 
Sennelier yellow deep to re- 
establish any patterning lost or 
reduced by the glazing process 
and deepen the detail on the 
flower centre* You can sweep on 
a bright green flash for the cast 
shadow and further deeper glazes for the shadow parts of the 
petals* Continue to deepen the petals until you have the correct 
depth of colour. The other main hellebore in the necklace will 
require more of the first bright green and heavier detail and pattern 
on the petals and pods 

TIP: always have your colours mixed and ready before you 
sweep on your first water glaze 

DICENTRA FLOWER 

► STAGE ONE 

Lightly draw the flower, observing detail 
at^d symmetry, then lightly lift off as much 
of the graphite as you can ~ I use a putty 
rubber or malleable adhesive - as the pink 
paint will make the pencil permanent if 
you paint over it. Mix up a puddle of rose 
madder lake for the main colour and a puddle of rose madder with 
some helios purple for the deeper areas. Using a size A brush, glaze 
the two main outer petals with water and sweep on the pink, 
jumping over the highlights, then drop in some strong pink for the 
darker areas. Allow this to dry 

^ FINISHED DICENTRA FLOWER 

Using the tip of your size 2 brush, carefully 
paint on the veins and darker parts. Use a 
weak mix of dioxazine purple and Sennelier 
yellow deep to carefully paint on the light 
grey shadows on the flower centre, along 
with a touch of helios purple and some of 
your fresh green from before. Continue to 
deepen the pink by gently glazing with 
water and dropping on more pink, 
sharpening the edges and deepening the 
shadows as you go 

To see more of my work mid leant about the techniques in my online 
courses, see my website: www.bjllyshowell.com and fusi click on 
tutorials. 

Next month handbag 











020 72S4 0077 

www.jacksonsart.com 



12 X 10ml tubes 

RRP £69.95 

Price £49.95 

code: WN13611BS 
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WATERCOLOUR BASICS: LAST IN A SERIES OF 6 



Revisions, nnistakes 
and reworking 

In the last article of his current series Charles Williams explains 
how to rescue a watercolour when it goes wrong 



T he best way to deal with mistakes 
in watercolour is to do it while the 
paint is still wet. You can simply 
dab off the paint you don't want with a 
piece of toilet tissue. But of course the 
paint usually Isn't wet enough because 
mistakes often aren't noticed until you 
have been working on the painting for a 
while. 

There are two approaches you can 
take at this point. One is to work around 
it ” try to make the wrong marks into the 
right marks, perhaps by changing the 
colour or tonal relationships. Making 
everything a little bit darker may well 
make what looks like an obtrusively 
dark mark simply part of the background. 
You may not be able to achieve this, 
though. 

The other approach is to wash over 
the offending area with clean water 
Wait a moment to let it sink in a little 
and then, with a little ball of toilet 
paper, dab at the water Press quite 
hard. You should get some of the paint 
off. If you need to remove more paint, 
the next time you wash the water on, 
push at the brush softly, so that you are 



almost scrubbing the surface (use a soft 
brush). This may loosen the pigment 
still further and then you can try the 
toilet paper again - make sure it's fresh 
toilet paper, or you will be putting back 
pigment that you have just taken off. If 
you really scrub at it you will never be 
able to paint over the mistake because 
you will break up the size and the 
paper will not hold the paint properly - 
it all goes blotchy. So, it is not really a 
good idea to try to get back to a clean 
piece of paper, but rather to make the 
mistake look much fainter. Build up 
colours around it, and you will find It 
almost disappears. 

You can also soak the paper under 
running water. This is a last resort, 
because it risks damaging the size. If 
you really need to this, run the cold 
bath tap and hold the paper under it 
for 30 seconds or so, then gently rub at 
the surface with a soft brush. This will 
get a larger area clean. Well, fainter 
certainly. Then you have to wait for it to 
dry. 

There's a good technique for drying 
paper, by the way. You need two 



drawing boards, some newspaper and 
two sheets of dean newsprint. Lay the 
paper between the newsprint; this 
sandwich is itself sandwiched between 
two lots of newspaper, and this 
sandwich is put between the two 
drawing boards. Lay it on the floor, 
away from traffic, and put a few big 
books on top, and leave for a couple of 
days. 

It's also a good way of flattening 
paintings; all watercolour paper cockles 
or curls at some point, and to make the 
painting perfectly flat again and either 
ready for framing or just to carry on 
painting, do exactly the same thing 
except wet the paintings by spraying 
water on the back of the work, using 
one of those garden sprayers. Or just 
paint the back with water It's lovely 
unwrapping the painting a few days 
later, crisp and flat. 

Other techniques 

Really thick paint can be removed by 
very lightly scraping at it with the blade 
of a craft knife. This completely 
removes the size of course^ so it would 




Scrape off and 
repaint 

Note the highlights 
on the lemons (far 
left). Wanting a 
more lemon- 
coloured highlight, 

1 scratched out the 
gouache with a craft 
knife, very gently, 
and applied lemon 
yellow gouache 
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Darken the background 
to add darity 



► I have darkened 
the background, 



If you want to revise a painting 
you will have to darken it A 
dark wash in the background 
will take care of an uncertain 
form in the foreground, or a 
confused form can be made 
dearer by means of a simple, 
single-toned wash over its 
whole shape. 



using the edge of 
the wash to define 
the figure. It was a 
guestioft of trying to 
remember what the 
model looked like, 
balanced with what 
the painting itself 
required 







Add shading 

The illusion of three dimensions in a painting is 
made by the tonal structure of the painting; often 
we are fooled by local colour when painting from 
observation, and miss the tonal structure. The great 
thing about watercolour painting is its 
transparency -you can add shading to a form 
without changing its colour radically. 



This painting was scanned and changed to greyscale 
(below). Notice how much more three-dimensional the 
grey images are. This is an example of the way tone 
creates structure 



Cut a painting in two - 
or three 

► Oe Waals (Toifet Roils), 
watercolour and gouache, 
6X8Xin{15X21cm). 

This was a large still life that 
seemed to sprawl too much, and 
I could not make the 'antique 
fragment' behind the tall white 
pots work. So I cut it up (above). 
I put the finished painting of the 
pots (right) in the Royal 
Watercolour Society spring 
exhibition this year. I am still 
working on the larger remnant 



Complementary 

washes 



Another way of 
suggesting space Is to 
add almost imperceptible 
washes of 

complementary colours 
over different zones of the 
painting. For example, in 
a landscape you might 
wash viridian green over 
the foreground and 
alizarin crimson over the 
whole sky, but very thinly 
so that you can almost 
not see it 



I used a wash of alizarin to create a visual 
difference between the ground artd the sky. 
You can see the edges of the red wash 
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WATERCOLOUR 




Add a dog 

This example is even more bizarre than the De Waal 
Pots (page 51). A painting of two women at a party 
(above) was just going nowhere - you can see I tried 
to rescue it with gouache - so I cut their legs off, 
which left me with two sets of legs. To each I added 
a small dog and darkened the background 
considerably, using black watercolour with added 
gum arabic for richness. Technique isn't the only 
thing, the rules are only for guidance; it's what the 
painting is about that matters 




▲ Red Heels and Small Dog, watercolour, 3 x 4in (7 X 1 0cm), 




A Blue Heels an d Small Dog, watercol our, 3X4ir> (7X1 0cm). 



only do for things that you need to be 
bright white. 

The other weapon at your disposal is 
gouache. Its opacity means that you can 
layer it straight onto the paper and it 
will cover things up. The problem with 
it is that it doesn't sit' on the paper in 
the same way as watercolour, so you 
need to employ some cunning in its 
application. Use it as a last resort as a 
solid background, for example, or very 
sparingly to make small details. 

A bit of detachment from the struggle 
to make a painting work will often allow 
you CO see different ways to go forward, 

I frequently find that I have been trying 
too hard to keep the painting light, and 
that a darker wash sorts a lot of 
problems out 

Reworking 

Sometimes you have to really go to 
town on reworking. If the image is just 
not going to work you have several 



options available. One is that you can 
just stick it back in the plan chest - you 
may just not be in the right state for 
that painting. Time may well help you. 

Another is that you can run water over 
the whole thing, get rid of as much of it 
as possible, and then use the stain of 
the painting as a starting point for 
another painting. This can work, as long 
as you are careful not to dislodge the 
layer of size. Again, flatten it out before 
you start. This will give you an 
emot i on a I a d va n tage . 

Yet another is to go mad with 
gouache. Rather than using it in a 
cunning fashion, use the gouache to 
obliterate anything you don t like, and 
try to rescue the work with its opacity. 
This is a bit risky, as you may simply 
end up using up all your gouache to no 
avail. 

The method i often use is to cut the 
painting up. There are two examples 
here, shown above and on page 51. EQ 



Charles Williams NEAC RWS Cert RAS 
studied at the RA Schools. He exhibits 
regularly, at home and abroad, including 
in the Thread needle Prize, the Lynn 
Painter^Stainers Prize, the RA Summer 
Show and the Hunting Prize. Charles has 
taught to nearly all levels and has 
recently been pathway leader for the fine 
art cohort on the BA Visual Art at 
Canterbury College, He was Curator of 
the NEAC Drawing School for five years. 
His book Basic Drawing: How to Draw 
What You See was 
published in 201 1 by 
Robert Hale, ISBN 978- 
0709091042. His latest 
book, Sasic 
Watercolour: How to 
Paint What Vbu See, is 
published by Robert 
Hale, price £18.99, 

ISBN 978071980741L 
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PRACTICAL 



Layers of luscious pastel 



When Nigel Overton wants to use pastels he 
chooses Pip Seymour Hand-Made Soft Pastels 
over other brands, and proves his point with these 
vibrant paintings 



H aving worked with a wide range 
of media and different 
techniques over the years, my 
approach to drawing and painting has 
moved away from a 'purist’ ideal The 
process of painting has. for me, always 
been an extension of drawing While 
there is no absolute system that will 
work in every situation, the method of 
drawing and painting provides a 
structure that enables me to organise 
and develop ideas, define a problem 
and search fora solution. But that 
structure must allow for improvisation 
in order to deal with the unexpected. 

Defining a problem and searching for 
a solution can involve making substantial 
changes to your work when needed. 
This, more often than not, creates 
interesting surface detail that can be 
developed further, rather than abandoni ng 
the work if you are not happy with it. If 
you are using good quality paper or 
have prepared well, the picture can be 
reworked and reworked. 

Versatility 

Pastel is a very direct and spontaneous 
medium so I have chosen it to illustrate 
the strong link between drawing and 
painting. Layers of colour can be 
created in quick succession, enabling 
an image to be speedily established. 

Good pastels consist of a high 
percentage of pigment with just a small 
amount of weak binder. Unlike paint, 
the colour does not change as it dries 
and can be optically mixed on the 
surface of the picture to create vibrancy 
and luminosity in the work, or blended 
for softer tones. 

At first glance it can be hard to 
imagine how a collection of pastels can 
possibly produce any kind of precise 
representation; you can work broadly or 
with as much detail as you desire. For 
the demonstrations over the page I 
used Pip Seymour Hand-Made Soft 
Pastels, Pip has been making artists' 
materials for many years and has an in- 
depth understanding of production 
methods. 



Pip Seymour's pastels 

In resourcing quality artists' materials 1 
have found that there is an advantage 
to working with a smaller company that 
can respond to artists' individual 
needs. Pip Seymour and his partner 
Rebecca (both painters) produce an 
extensive and idiosyncratic range of 
artist-quality materials and I have 
found them second to none. The 
benefits, however, are not exclusive. 

His ranges of fine art products have 
been devised to offer all artists 
optimum quality at a reasonable price. 

His soft pastels are handmade and 
each colour is produced to a separate 
recipe. This produces a pastel stick 
with optimum qualities of softness and 
colour strength. The whole process of 
manufacturing is unique, as is the 
colour range, which is pigment led 
rather than blended. The earth colours 
are not blended with white but just 
pure pigment 

Working with pasteis 

For the preparation of the paintings 
here I stretched heavyweight cartridge 
and primed the surface with Pip 
Seymour acrylic gesso, to which I then 
applied a coat of Pip Seymour pumice 
paste] primer. The tooth created by the 
layer of pumice primer enables the 
pastel to be worked into the surface 
and to remain quite stable, reducing 
the need for fixative spray. It's not 
essential to prime the paper with 
acrylic gesso but it does allow for more 
effective washing out of the pastels 
with water if desired. 

Good preparation in this way enables 
you to be more adventurous when 
working with pastels and possessing 
the different primers will enable you 
also to create prepared paper 
whenever needed. 

When starting a composition in pastel, 
I either broadly establish the whole 
picture in pastel then brush into the 
pastel with water or I quickly block in 
the initial sketch with thin acrylic 
washes. Then, with pastel, I create all 




Nigel Overton 

studied drawing painting and 
printmaking at Loughborough College of 
Art Bi Design and then completed a post- 
graduate teaching course in Leeds. 
Having taught art and design for 27 
years, including being Head of Art and 
Design at a large comprehensive school 
in the north of England, Nigel now paints 
professionally. He continues to run 
courses for adults and demonstrates to 
art clubs and societies throughout the 
north, as well as at Art in Action, in 
Oxford and in Southern Ireland, Nigel has 
exhibited widely in the north of England 
and southern Ireland, and has works In 
private collections In Eire, UK, Europe, 
Australia, Canada and America. 
www.overtonfineartsxo.yk. 



the main areas of colour broadly, 
producing a general overall effect and 
as the picture develops I try not to 
concentrate too much on a specific area 
of detail. As stated previously, this 
process allows for unexpected 
possibilities. 

Pastel colour has to be mixed on the 
surface of the picture to produce the 
desired effect, using juxtaposing and 
overlapping strokes. This will also 
create an interesting and, hopefully, 
effective surface pattern. As the layers 
build up, a light covering of a quality 
fixative can be applied to the image to 
help stabilise the surface before the 
next layer is applied. I generally don’t 
use a fixative when the picture is 
finished. I frame the picture behind 
glass with a false mount behind the 
main mount, which creates a space to 
prevent any loose pastel falling onto 
the bevel of the mount. 
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PASTEL 



DEMONSTRATION Beara Peninsula, SW Ireland 




A STAGE ONE 

I Stretched 1401b (300gsm) cartridge and 
primed the paper with one coat of acrylic 
gesso andr when dry, a further coat of 
pumice primer The composition was 
then sketched in with graphite. I applied 
a strip of masking tape to the bottom 
edge, pressing only half of the tape to 
the board and then folding the other half 
over - this helps to collect any residue 
pastel that doesn't bond to the surface. 
You can also tilt the board slightly 
forward to help the pastel fall rather 
than slide down the face of the picture 



► STAGE TWO 

I quickly blocked in the 
main areas of colour 
with thin washes of 
acrylic which helps to 
create a uniform colour 
base for the pastels to 
be worked into (above). 
At this stage the layering 
of the paint and the 
pastel marks can 
establish some 
interesting surface 
patterns (right) 





A FINISHED PAINTING 

Beara Peninsula^ SWkeiand, Pip Seymour Hand -Made Soft Pastel, 1 5^X21 !^in (40 x 55cm). 

Colour and detail were then developed to a point where 1 had to make a decision to leave the study or to work into the composition to create 
finer surface detail At this stage, I would apply a light coating of a quality fixative spray to help make the surface more stable for the addition of 
more pastel. Care must be taken not to apply too much spray as this can affect the surface marks and dull the colour 
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PRACTICAL 

DEMONSTRATION 
The Needles, Isle of Wight 

A STAGE ONE 

Ttie process for the pastel work was similar to Bearo 
Peninsulo (left) but in this demonstration I have 
shown how major changes can be made to the 
composition by brushing into the work with brush 
and water. It is advisable not to use your best sable 
here, as the pumice ground will damage your brush 
and there will not be enough strength in the sable 
to work into the pastel 




A STAGE TWO 

To change the composition I drew into the pastel with a carbon 
pencil. A charcoal pencil would also work well 




A STAGE THREE 

I then brushed into the pastel with water to change the composition 
dramatically . This iilustrates the benefit of preparing your paper well 




A FINISHED PAINTING 

Tlhe Needles, Isle of Wight, Pip Seymour Hand-Made Soft Pastel, 1 3i4x i9Kin (35 x50cm). 

When the surface was dry the composition was redrawn and quickly blocked in with pastel to establish this view of The Needles 
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UK ART 



BUCKINGHAMSHIRE 

Diyframing 

Unit 2 Crusader Industriol Estate, 
Stirling Raad, High Wycombe, 
Buckinghamshire, HP\2 3ST 
Tel: 01494 459545/ 

07595 022163 

Opening timesi Monday to Friday 
9am'‘5pm, Saturday I0am-2pm 
www.diyframing.com 

Stockists ol: Mounl cutters, framing tods, 
accessories and hardware, moulding 
and mount board, sheet materiaU, 

Stas picture hanging system. 

CUMBRIA 

The Heaton Cooper Studio 

Grasmere, Cumbria, LA22 95X 
Tel: 015394 35280 
Opening times: 

Every day 9am ■ 5.30 pm 
www.heatoncooper.co.uk 
Stockists of: Winsor & Newton, 
Schmlncke, Unison, Roberson, Da Vinci, 
Coron d'Ache and much more. 

DORSET 

Frank Herring & Sons Ltd 

27 High West Street, Dorchester, 
Dorset, DTI 1UP 
Tel: 01305 264449/267917 
Opening times: Monday to 
Soturday B«4Sam - 5.1 5pm 
www.f ran khe r r i n gandsons. CO m 
Stockists of: Wtnsor & Newton, 
Daler-Rowney, Holbein, Derwent, 

Unison, Bockingford, Arches, Fabriono, 
Pro Arte, Herring, 

EAST SUSSEX 

Lawrence Art Supplies 

208 Portland Rood, 

Hove BN3 5QT 

Tel: 01 273 260260 

Op>ening times; Monday to Friday 

9om - 5pm, Saturday 1 0am * 5pm 

www.lowrence.co.uk 

Stockists oh Printmaking supplies and 

equipment, large range of popers. Points 

include Gomblin, Golden, Graham, 

Old Holland, Michoei Hording, Lukos, 
DVP, Markol, Daler-Rowney. 

GLOUCESTERSHIRE 

Cotswold Art Supplies 

Church St, Stow on the Wold, 

Glos GL54 TBB 
Tel: 01451 830522 
Opening Times: Monday to 
Saturday 9.15am to 5.15pm 




www.corswotdart5upptres.com 

Stockists of: Winsor d Newton, 

Daler Rowney, Pro Arle, Urrison pastels, 
Sennetier, Conte, Paperblonks, ReeveS. 
Picture framing on site. 



Pegosus Art Shop 

Griffin Mill, London Road, Stroud, 
Glos GL5 2AZ 
Tel: 01453 886560 
Opening times: Monday to 
Saturday 9am to 5 pm. 

WWW, pega s uso rt.co, u k 
Stockists of: Williamsburg, Rembrandt, 
Old Holfand, Pip Seymour, Cobra, 
Winsor & Newtori, Dole^Rowney, 
Derwent, Daniel Smith, Schmincke, 

Da Vi net. Pro Arte, Arches, Canson, 
Saunders Waterford wotercoiour paper, 
Hahnemiihle, 

Jackson's Art Supplies 

Unit 4 Drearfey Court, Baird Road, 
Waterwells Business Pork, 
Gloucester, GL2 2AF 
Tel: 01452 729672 
WWW. jockson sort, com 
joqksort's warehouse holds painting, 
drowing, printmaking and sculpture 
malerials from Golden, Sennelier, 
Schmincke, Winsor & Newton etc. 



HERTFORDSHIRE 

Art Von Go 

The Studios, 1 Stevenage Road, 
Knebworth, Herts 5G3 6AN 
Tel: 01438 814946 
Opening times: Shop Tuesday to 
Friday 9am ^ 5.30pm, 

Saturday 9am ~ 2.30pm 
(closed Sunday & Monday). 

Moil order Monday to 
Friday 9am - 5.30pm, 

Saturday 9am ^ 2.30pm. 

www.artvango.co.uk 

Stockists of: Golden Acrylics, Roberson, 

Sennelier, Talens, pigments & binders, 

Jacquard dyes & paints, Khadt, 

Pink Pig, Seawhite, fobrics & 
canvas off the roH. 



LANCASHIRE 



Support your specialist art retailer by purchasing 
your materials from the shops listed here 



LONDON 



NORTH YORKSHIRE 



Jackson's Art Supplies 

1 Farleigh Place, 

London, N16 75X 

Tel: +44 (0)207 254 0077 

wvsrw.jacksonsart.com 

Stockists of: Pointing, drawing and 
printmoking materiaU from Daler-Rowney, 
Winsor & Newton, Old Holtand and 
Michael Harding etc. 



iockson's Art Supplies 

Arch 66, Station Approoch, 
London, SW6 3UH 
Tel: 0207 384 3055 
www.|acksonsart.com 

Stockists of: Essential bigh-quolity painting 
& drawing moterials from brands 
including SenneEier, Winsor & Newton, 
Golden, Old Holland and more. 



NOTTINGHAMSHIRE 



Local Art Shop 

4 Main Rood, Gedling, 
Nottingham, NG4 3HP 
Tel: 0115 9401721 
Opening times: Tuesday to 
Friday 10am * 5.30pm, Saturdoy 
1 2.30pm “ 5pm 
wwwJoco larts hop.c o.uk 
StKkists of: Royal & Longnickel, 
Sennelier, Pebeo, Loxley, Golden, House 
of Crofts, Cretocolor, Jokor. 



Potchmgs Art Centre 

Oxton Road, Calverton, 
Nottingham NG14 6NU 
Tel: 0115965 3479 
Opening times: 

Every day 9.30om - 5.30pm 
www.patchingsqrtcentre.co.uk 
Stockists of: Winsor & Newton, 
Daler-Rowney, Derwent, Co ran d^Ache, 
Unison, Liquitex, Old Holland, Pro Arte, 
Leonard Brushes, Sennelier, Canson, 

St Cufhberts Mill, Aftmaster, Pebeo. 

SUFFOLK 



The Art Shop Skipton 

Online & Instore 
22 Newmarket Street, Skipton, 
North Yorkshire, BD23 2JB 
Tel: 01756 701177 
Opening limes: Monday to Friday 
9om - 5:30pm, Saturdcfy 9am - 5pm. 
Sunday T 1am - 4pm 
(check before travelling) 
www.theartshopskipton .co.uk 
Stockists of: Pebeo, Derwent, Sennelier, 
Unison, Winsor & Newton, Dobr.Rowney, 
Loxley, Allmaster, Reeves, Hohnemuhle, 
AMT Products, and mony more. 



Artist's Palette 

1 Mrllgate, Thirsk Y07 1AA 

Tel: 01845 574457 

Opening times: Mon-Sat. 9am-5pm 

Stockists of: Winsor & Newton, DaEef1?owney, 
Loxley, Sennelier, Clairefontaine & many 
more. Craft materials, model kits & bespoke 
fratning service. Professional ortist & tutor 
owner happy to offer expert advice. 



The Art Shop 

230 High Street, Northallerton, 
North Yorkshire, DL7 SLU 
Tel: 01609 761775 
Opening times: Monday to 
Saturday 9.30am - 5pm 
www.thea rtsh aps.co. u k 
Stockists of: Winsor & Newton, 
DolenRowney, Loxley, Pip Seymour, 

Pan Pastel, Unison, Pro Arte, Arhtioster, 
Hohnemuhle, Pebeo. 



WEST YORKSHIRE 



The Art Shop 

Hawks worth Street, Ilk ley. 

West Yorkshire, LS29 9DU 
Tel: 01943 432016 
Opening times: Monday to 
Saturdoy 9.00am - 5.30 pm 
www.thea rtsh ops.co. u k 
Stockists of; Winsor & Newton, 
Daler-Rowney, Loxley, Pip Seymour, 

Pon Pastel, Unison, Pro Arte, Artmaster, 
Hohnemuhle, Pebeo. 



Ken Bromley Art 
Supplies 

LPnit 13 Lodge Bank Estote, 
Crown Lane, Horwich, 

Bolton, BL6 SHY 
Tel: 01204 6901 14 
Opening times: 

Monday to Friday 9am-5pm 
www.artsupp I ies.co. u k 
Stockists of: Winsor & Newton, 
Doter-Rowney, Daniel Smith, Liquitex, 
Bob Ross, Derwent, Caron d'Ache, 
Pro Arte, Loxley, Bockingford, Arches. 



The Art Trading 
Company 

55 Eorsham Street, Bungay 
Suffolk NR35 1AF 
Tel; 01986 897939 
Opening times: Monday to 
Saturday 1 Cam 5pm (closed 
Sunday and Bank Holidays) 
www.TheArtTrodi ngCom pd ny.co.uk 
Stockists of: Old Holland, Michael 
Hording, Sennelier, Golden, Loscaux, 

Don i el Smith, Rohrer & Klingner, ond 
many more. 



WALES 

Emrys Art Supplies Ltd 

22 Market St, Haverfordwest, 
Pembrokeshire, Wales, 5 A61 1NH 
Tel: 01437 779646 
Opening times: Tuesday to 
Saturday 9am 5pm 
www.a rtwa Ies.co. u k 
Stockists of: Winsor & Newton, plus many 
more including DalenRowney, Sennelier, 
Unison, Pro Arte, Derwent. 
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COTMAN POCKET BOX 

Summer \b here 
and there s no 
better painting 
challenge than 
plein Off 
watercolour, . . 
even better if it' 
in glorious 
North Yorkshire 
The Cotman Pocket Box by Winsor Newton is perfect for 
spontaneously sketching those magical moments which the camera 
fails to really capture. Small enough to sit on the side of your page 
but with plenty of mixing space,, it even has a great little telescopic 
brush Included. Artists Palette, an independent artist-managed 
shop in Thirsk, is offering the pocket box 
(rrp £ 1 8.50] for just £ 1 2.50 including P&P, 

Arrises Palette^ 1 Millgate, Thirsk, Nortfi Yorks Y07 1 AA 
T; 0T845 574457 
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TURN YOUR TABLET INTO AN 
ARTISTS TOOL 

ArtGrid is now free to download for a 
limited time only. For hundreds of years 
artists hove transferred compositions 
onto canvas with the aid of a grid. Even 
Leonardo do Vinci and Albrecht Durer 
were known to 'square up' preparatory 
drawings for this purpose. Now the process 
of scaling up [or down] hos moved into 
the 2 1 st century with the latest app from 
Jockson s, ArtGrid. Jackson s ArGrid will 
30 ve you From annoying measuring errors 
os well as save you time and effort. We're 
pretty certain Da Vinci would have loved it! 
ArtGrid an iPad App Store and 
ArtGrid on Android Play Store 



ENCHANTED FOREST 

The new colouring book by Johonna Basford, \ 
creator of Secret Garden. Embrace the \ 
therapeutic art of colouring with her intricate \ 
illustrations of woodland scenes. Buy your 
copy from Cass Art For an exclusive pull-out 
poster that promises even more hours 
of creativity. 

T: 0207 6192601 www.co5sarKco.uk 



IWATA ART & GRAPHICS AIRBRUSH KIT 
WITH SILVER JET COMPRESSOR 

The Iwota kit contoins everything you need to get started 
in airbrushing art and graphics, including an attractive 
light-duty compressor, on Iwota Revolution BR airbrush 



CARRIART ArfCase 



with 0.3mm nozzle, Corn-Art points, airbrush cleaner, 
stencil and on instructional DVD. Quote LPI0% for 10% 
off your first order. Phone orders only. £285.00 inc.VAT 

T: 01903 767800 E: sales^airbrushes.com 
www.airbrushe5.com 



The ideal way to protect paintings, drawings, decoupage and other forms 
of art when moving them between home, studio, course, holiday or a day 
out. Easy to use, durable and adaptable, ArGase Is designed to prevent 
damage to your artwork, whether the surface is wet or dry, 

E: info@carriart.co.uk www.carriart.co.uk 
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ART SUPPLIES 




TURN YOUR TABLET INTO 
AN ARTIST’S TOOL 



For hundreds of years artists have 
transferred compositions onto canvas with 
the aid of a grid. Now the process of scaling 
up (or down) has moved into the 21st 
Century with Jackson’s ArtGrid. 

Search “Jackson's ArtGrid” on YouTube for 
more information and links to the app on 
the iPad App Store and Android Play Store* 

Jackson’s ArtGrid is now free to download 
for a limited time only. 




020 7254 0077 
www.jac ksonsart.com 




DVD’s £27,95 each 

Receive a 12% discount when buying two or more. 

See website for special offers 



a TOWN HOUSE 

IIfilms 



Order Line Number 

01603 259441 

View trailers and order securely online at: 

WWW to wnhouse filmsxo .uk 




Get out and about 
this summer... 



Handy side 
pockets to keep 
all your materials 
at arm's reach 



Small water pot 
holder on table 






SAA 



Comfortable, 
lightweight 

director-style chair | 
supports whilst painting 

Folds Flat 

Available with left or 
right hand table 



www.saaxo.uk 
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ART BOOKS & DVDS 



Glazina - with an emphasis on the 
craft of )ainting 

Michael Wikox 

Glazing Is one of those topics that artists 
often struggle to understand, although 
in essence it Is fairly simple. Michael 
Wilcox is a writer who never takes 
anything for granted and his seminal 
work Blue and Yeiiow Don't Make Green 
remains one of the best explanations of 
the exact workings of colour, the artisfs 
stock- imtrade, that there is. In his latest 
book, he looks not just at the history 
and practice of glazing, but also explains 
how the process actually works, examining pigments in detail, 
explaining what happens in the paint film and showing the effects 
gained by different combinations of colour. The addition of 
mediums, materials and historic studies make this the complete 
guide and a thoroughly enlightening read. 

Henry Malt 

School of Colour^ £24,95, 308 pages (S/B) 

ISBN 9780646913209 

Conscience and Conflict 
- British Artists and the Spanish Civil War 

S/m on Martin 

This book tells the story of those artists who went to fight In the 
Spanish Civil War of 1 936-39, one of the 20th century's most 
politically significant conflicts, of the activities of the left-wing 
Artists International Association and the role of the British 
Surrealist Group as well as other political protests. This was a fertile 
period for many and produced art 
which had a message and an 
overwhelming sense of purpose. 

There can be no doubting the power 
of the images produced. Extensively 
illustrated and featuring a text that 
is both a history and a commentary, 
this fascinating book chronicles a 
period that is on the point of fading 
from living memory but can inform 
present times. 

Henry Malt 

Lund Humphries, £45, 160 pages 
(H/BJ 

ISBN 9781848221758 

Watercolours Unleashed 

Jane Betteridge 

Jane Betteridge Is one of those people who gets enthusiastic about 
paint. Statements such as 'Watching paint dry can be extremely 
exciting, especially when using watercolour; or 'Gouache paints, 
like this metallic gold, have a lovely, rich quality' are never going to 
betoken a conventional approach. Once you start to see the 

results, though, you'll be keen to learn 
more and you might even think the book 
worth its price for the section on 
granulation alone. There's much more, 
including masking, spattering, collage and 
the use of gesso, to name just a few. The 
book is full of hints, tips, exercises, 
projects and demonstrations and 
proceeds at a brisk pace that carries you 
along by its sheer enthusiasm. 

Henry Malt 

Search Press £14,99, 144 pages (S/B) 

ISBN 9781782210351 



Sonia Lawson - Passions and Alarms 

Nicholas Usherwood 
Sonia Lawson is a mainly figurative 
artist whose work defiantly refuses 
to be categorised, confounds 
preconceptions and makes you 
look again at what are, at first 
sight, dramatised images of the 
everyday. This extensive survey 
covers Lawson's work from the 
1 950s to her current return to 
abstraction in her 'compressions; 
which she likens to layers of paint 
being packed with pent-up energy 
like compressed vegetation becoming coal The arrangement of 
the book is largely chronological and relates the various periods 
of Lawson's artistic life to her quotidian existence, providing a 
comprehensible - and highly readable - narrative. 

Henry Matt 

Sansom & Co, £30, 144 pages (S/B) 

ISBN 9781908326621 

Allen W Seaby - Art and Nature 

Martin Andrews & Robert Giffmor 
Seaby was quite a prolific author on 
natural subjects - birds, animals and 
landscapes and the present volume 
provides plenty of examples you'll 
want to track down. More 
importantly, it contains a generous 
number of illustrations of 
watercolours, gouaches and 
coloured woodcuts. The latter, for 
me, stand out, having a wonderful 
simplicity born of traditional Japanese methods. The cover 
illustration is one such, Robert Gillmor recounts the story of 
Seaby's accomplishments and Martin Andrews provides a handy 
account of his working methods. The result is a charming and 
satisfying tale of an innovative and Inspired man. 

Henry Matt 

Two Rivers Press £12,99, 72 pages (S/B) 

ISBN 9781909747050 

Clothing on Figures 

Giovanni Civardi 

As you'd expect from Giovanni Gvardi, 
there's a wealth of detail and variety 
here and the opening section on folds 
in cloth is a revelation, showing you 
how to make the results organic and 
not geometric. From here, Giovanni 
moves on to demonstrate the ways in 
which clothes interact with the human 
form and his thorough understanding 
of anatomy provides a wealth of 
valuable insights. In just three 
drawings, for instance, he will show 
you how a sleeve can appear quite 
differently depending on subtle changes rn the way the arm 
hangs, and how to use tones to give volume to the doth so that 
the limb inside has substance and structure. Both male and 
female models appear and there is also a good variety of 
clothing, both format and informal, making this a thorough and 
satisfying as well as approachable guide, 

Henry Matt 

Search Press £8.99^ 64 pages (S/B) 

ISBN 9781782212300 
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SONIA LAWSON 

Passions and Aiarm 





EXHIBITIONS 

GALLERY OPENING TIMES AND EXHIBITION DATES CAN VARY; IF IN DOUBT, PHONE TO AVOID DISAPPOINTMENT 



LONDON 

Bankside Gallery 

4S Hopton Street SEl . 

® 020 792S 7521 

RE Original Prints; 

May 8 to June 6. 

Barbican Art Gallery 
Silk street, SEl 
^020 7638 4141 
Magnificent Obsessions: The 
Artist as Collector; includes 
Sir Peter Blake, Howard 
Hodgkin and Oamien Hirst 
untii May 25. 

The Courtauld Gallery 

Somerset House, Strand WC2. 
® 020 7848 2526 

Goya: The Witches and Old 
Women Album; 
until May 25. 

Curwen Gallery 

34 Windmill Street Wl. 

^020 7323 4700 
Emma Dunbar and Fiona 
Millais; figurative paintings. 
May 7 to 28. 

Dulwkh Picture Gallery 

College Road SE21 . 

^020 8693 5254 
Ravi I lo us; 
until August 31. 

Flowers 
21 Cork Street Wl 
^ 020 7439 7766 

John Keane: Speaking Power 
to Truth; 

May 20 to June 20. 

Jonathan Cooper Park 
Walk Gallery 

20 Park Walk SWIO. 

® 0207 351 0410 
James Gillkk; 

June 11 to July 4, 

Lauderdale House 

HighgateHiJI N6, 

^020 8348 8716 
New Constructivists; 

June 10 to 21 

Mall Galleries 

The Mall S-Wl 
^ 020 7930 6844 
Society of Women Artists; 
Junes to 13. 

New English Art Club; 

June iBto 27. 

Messum's 

28 Cork Street Wl 
® 020 7437 5545 
David Tress; recent lA^ork, 
May 13 to June 7. 

The National Gallery 

Trafalgar Square WC2, 



^020 7747 28SS 
Inventing Impressionism; 
until May 31, 

National Portrait 
Galiery 

St Martin's Place WC2. 

^020 7306 0055 

Sargent: Portraits of Artists 
and Friends; 

until May 25. 

Piano Nobile 

129 Portland Road Wll 
®020 7229 1099 
Kavock Dyed Ink: Hockney 
by Adam Birtwistle; studies 
made from 2002 and the 
resulting painting. 

May 8 to June 13. 

The Queen^s Gallery 

Buckingham Palace. 

^020 7766 7301 (tickets) 
Painting Paradise: The Art of 
the Garden; 
until October n. 

Royal Academy of Arts 

Piccadilly Wl 
^020 7300 8000. 

Summer Exhibition; 

June 8 to August 1 6. 

Richard Dlebenkorn; 
until June 7. 

Saatchi Gallery 

Duke of York's HQ, 

King's Road SW3. 

^020 7811 3070 
Pangaea \k New Art from 
Africa and Latin America; 
until September 6. 

Tate Britain 

MiilbankSWl. 

^020 7887 8388 
Fighting History; conflict 
martyrdonn and catastrophe in 
history painting from the 
ISthC to the present, 

June 9 to September 13. 

Tate Modern 

Bankside SEl. 

^^020 7887 8888 

The EY Exhibition: Sonia 

Delaunay; 

until August 9, 

The Wallace Collection 

Manchester Square Wl. 

020 7563 9500 

Joshua Reynolds; Experiments 
In Paint; 

until June 7. 

Webbs Fine Art 

1 Burland Road SWn. 
tro20 7223 1733 

Paul Uewin: Vantage Points, 
London and Cornwall; 
untilJune 13. 



REGIONS 



BATH 



Victoria Art Gallery 

Bridge Street. 

^01225 477244 

Bath Society of Artists; open 

exhibition, 

May 16 to June 27. 



BIRMINGHAM 

Royal Birmingham 
Society of Artists 

4 Brook Street, St Paul's 
Square. 

^0121 236 4353 
Prize Exhibition; open 
submission exhibition, 
May 7to June 13. 



BOURNEMOUTH 

Russell-Cotes Art 
Gallery & Museum 

East Cliff Promenade. 

^ 01202 

Alphonese Mucha: In Quest 
of Beauty; 

untif September 27. 



BRISTOL 



Royal West of England 
Academy 

Queen's Road, Clifton. 

'Zr 01179735129 
Drawn; open submisston 
exhibition, 
until June 1 7. 



CAMBRIDGE 

Fitzwilliam Museum 

Trumpington Street. 
^01223 332900 
Modem Heroism: 
Printmaking and the Legacy 
of Napoleon Bonaparte; the 
prirtmaking revolution and 
introduction of lithography in 
post-Napoleonic France, 
until June 28, 

Kettle s Yard 

Castle Street, 

^01223 748100 

New Rhythms - Henri- 
Brzeska: Art, Dance and 
Movemerit 1911-15; 

untiUune21 



CHESTER 

Grosvenor Museum 

27 Grosvenor Street. 

® 01244 972197 
Grosvenor Museum Open; 
open submission exhibition, 
until June 17. 



CHICHESTER KINGS8RIDGE 



Ralfant House Gallery 

9 North Pa 1 1 ant. 

^ 01243 774557 
Drawing the Nude: From 
Manet to Auerbach; 

May 20 to July 19. 



DURHAM 

Bowes Museum 

Barnard Castle. 

^01833 690606 

Gerald Scarfe: Milk Snatcher, 
the Thatcher Drawing s; 

previousiy unshown cartoons; 
untii May 31 



EXETER 



Royal Albert Memorial 
Museums Art Gallery 

Queen Street. 

^01392 265858 
Exeter's Fine Art Collection; 

focus on 18th^;entury artist 
Francis Hay man, 
until October 11. 



GUILDFORD 



Harbour House Gallery 

The Promenade. 

^01548 354708 
Anthorvy O'Keefe: The World 
of Horses and Portraiture; 
June 2 to 7, 



LEWES 



Hop Gallery 

Castle Ditch Lane. 

01273 487744 

Star Group Lifers; 

May 23 to 31 

Louise Chavannes; Wave 
after Wave; paintings, 
June 6 to 18 



LEICESTER 

Cank Street Gallery 

Cank Street. 

® 0116 2530313 
Sanctuaryfor a King; 
paintings by Michael Harrison, 
a rtisHn- residence at Leicester 
Cathedral for the re- 
internment of Richard 111, 

May 6 to 23. 



Watts Gallery 

Down Lane, Compton. 

® 01483 810235 

The Art Of Bedlam: Richard 
Dadd; 

June 16 to November 1. 



HASTINGS 

Jerwood Gallery 

Rock-a-Nore Road,. 

^01424 728377 
In Focus: Edward Burra - A 
Rye View; 
until June 7. 

Fleming Collection; 
until July 12. 



LIVERPOOL 

Tate Liverpool 

Albert Dock. 

®0I51 702 7400 
Leonora Carrington; 
until May 31. 



MANCHESTER 

iWM North 

Trafford Wharf Road, 

^r0161 836 4000 
George Butler: With Draw; 
new artworks exploring 
everyday life in Afghanistan, 
until September 6. 



HENLEY ON 
THAMES 



Bohun Gallery 

15 Reading Road, 

^01491 576228 
Shona Barr; A 50th Birthday 
Celebration; new paintings, 
May 16 to June 16. 



KENDAL 



Abbot Hall Art Gallery 

^01539 722464 

Face Value: Portraiture from 

the Arts Council Collection; 

portraits in a variety of media 
including painting, bronze, 
collage and new media, asks if 
portraits can be taken at face 
value, 

untilJune 13. 



The Whitworth 

University of Manchester. 
®0I61 275 7450 
Portraits; works from the 
Whitworth collection, 
untii November 22. 



MARGATE 

Turner Contemporary 

Rendezvous, 

^01843 233000 

Grayson Perry: Provincial 
Punk; 

May 23 to September 13. 



MIDDLESBROUGH 

mima 

Centre Square, 

® 01642 931 232 

Stephen McKenna: 
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Perspectives of Europe 
1980-2014; paintings and 
drawings, 
until June 7. 



NEWCASTLE UPON 
TYNE 



University Gallery 

University of Northumbria. 

^ 0191 227 4424 

Albert Adams: Paintings and 

Etchings; 

May 30 to July 10. 



NORWICH 

Norwich Castle Museum 
& Art Gallery 

Castle Hill 

^?01603 49S897 

Artist Rooms; Jeff Koojvs; 

May 9 to September 6, 

Sainsbury Centre for 
Visual Arts 

University of East Anglia. 

® 01603 456060 

Abstraction and the art of 
John Golding; 

until September 27. 



OXFORD 



Ashmolean Museum 

Beaumont Street 
^01865 273002 
Great British Drawings; 
until August 31. 



RYE 



Rye Art Gallery 

107 High Street 
^01797 222433 
The Garden; mixed 
exhibition, 

Graham Clarke; 
May 16 to June 21. 



ST IVES 



latest Ives 

Back Road West 
^01736 795579 
Images Move Out Onto 
Space; 

May 23 to September 27. 



SHEFFIELD 

Graves Gallery 

Surrey Street, 

® 0114 278 2600 

The Great Outdoors - 
Paintings by Stanley Royle; 
until May 30. 

A Cultural Legacy: 
Remembering Frank 
Constantine; the legacy of 
former gallery director who 
transformed Sheffield's visual 
art collection, 

June 1 3 to August 29, 

Millennium Gallery 

Arundel Gate. 

0114 278 2600 
The Illustrated Aviary; 
Thomas Campbell Eyton, 
including works by Audubon, 



T 



Lear and Gould: 
until June 14. 



SHERBORNE 

Jerram Gallery 

Half Moon Street. 

^01935 315261 

Katherine Swinfen Eady; New 

Work; 

June 6 to 24, 



STRATFORD ON 
AVON 



Compton Vernery 

Welles bourne. 

^01926 645500 
Canaletto: Celebrating 
Britain; 
until June 17. 



THIRSK 

Zillah Bell Gallery 

Kirkgate. 

^01845 522479 
Scottish Printmakers;wlth 
Elizabeth Blackadderand 
Barbara Rae, 

May 9 to June 30. 

WORCESTER 

City Museum and 
Art Gallery 

Foregate Street. 

^01905 616979 
Stanhope Forbes' England; 

until June 6, 



YORK 




Artist Rooms; Roy 
Lichtenstein; 
until January 10. 

Scottish National 
Portrait Gallery 

1 Queen Street. 

^r0131 624 6200 
Head to Head; Portrait 
Sculpture Ancient to Modern; 
June 6 to January 31 . 
Remembering the Great War; 
until July 5, 



WALES 



CONWY 



Royal Cambrian 
Academy 

Crown Lane. 

01492 593413 
Young Wales Exhibition; 

15“30 year-old artists, 

May 16 to June 13, 



A Julian Bailey NEAC 
Opening Night, gouache, 
12Xl4in (30.5X35,Scnn). 
On show in the New 
English Art Club annual 
exhibition at the Mall 
Galleries, from June 18 
to 27 



Kentmere House 
Gallery 

53 Scarfcroft Hill. 

'Ey 01904 656507 
John Thornton: Horizons; 
new paintings of Yorkshire 
and Cornwall, 
until June 7, 



SCOTLAND 

EDINBURGH 

Scottish National 
Gallery 

The Mound. 

®0131 6246200 

David Roberts; Drawings 
from the Helen Guiterman 
Bequest; 
until June 14. 

Rocks and Rivers; 
Masterpieces of Landscape 
Fainting from the Lunde 
Collection; 
until April 2017. 

Scottish National 
Gallery of Modern Art 

75 Belford Road. 

1^0131 624 6200 
The Two Roberts: Robert 
Colquhoun and Robert 
Macbryde; 
until May 24. 



ART SOCIETIES 



Bedale Art Group 

Annual exhibition at Bedale 
Hall, on May 22 and 23. 

Clapham Art Group 

Annual exhtbition at the 
Village Hall, Oapham, N Yorks, 
from May 23 to 31. 

Chandlers Ford 
Art Group 

Spring exhibition at Haskins 
Garden Centre, West End, 
Southampton, from May 23 
to 25. 

Downland Art 
Society 

Spring exhibition at the 
Norfolk Centre, Arundel, from 
May 23 to 29. 
www.down1and.org 

Easingwold St 
District Art Society 

Art Fair at the Galtres Centre, 
on May 23 and 24, 
www.easingwoldartex.org. 

Parsley and District 
Art Club 

Annual exhibition at 
Westroyd Park Studios, from 



May 30 to June 7. 
www.farsleyartdub.org.uk. 

Fleet Art Society 

Summer exhibition at the 
Church on the Heath, Elvetham, 
from June 4 to 6. 

Ham Art Group 

Spring exhibition at St Thomas 
Aquinas Church Hall, from May 
23 to 25, Tek 020 8940 5725. 

Hastings Road 
(Sheffield) Art Group 

Annual exhibition at the Village 
Hail, Baslow. on May 23 and 24. 

Mid Beds Art Society 

Spring exhibition at Flitwick 
Village Hall, from May 23 to 25. 
www.midbedsa rt.co.u k. 

Poole St East Dorset 
Art Society 

Exhibition at Top Fioor Gallery 
Si Mezzanine, Lighthouse, 

Poole, from June 6 to 27, 
www.pedas.org.uk. 

Newton Abbot Art 
Group 

Summer exhibition at TAAG, 



4/S Northumberland Place, 
Teign mouth, from May 30 to 
June 11, 

Oswestry & District 
Society of Artists 

Exhibition at Chirk Castle, 
Powys, from May 23 to 31. 
ww w.oswesf ryartists.o rg .u k. 

Salcombe Art Club 

Exhibition at The Loft, 
Vctoria Quay, until 
September 27. 

Tel: 01548 842556. 

Sutton Coldfield 
Society of Artists 

Exhibition at the Bedford 
Suite, Sutton Coldfield Town 
Hall, from May 18 to 30. 

Tel: 0121 355 8467. 

Woking Society 
of Arts 

Outdoor exhibition in Mercia 
Walk, Woking Town Centre, 
on June 13 and 22. 

York Art Society 

spring exhibition at the York 
Theatre Royal De Grey 
Rooms, from May 26 to 31 . 
www.yorkartsodety.blogspot 
.co.uk. 



To submit details of an exhibition for possible listing here, email 
Deborah Wanstall at deborah@tapc.co.uk or telephone 01580 763673 
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'^i^itist & Ldsuie Painter workshops 



Flowers in Watercolour Sticks 

and Markers with Soraya French 

at Sparsholt College, Hampshire, Wednesday, August 12, 201 5 

Organised by The Artist and Leisure Painter, in association with Winsor & Newton, who will provide 
each student with one set of 10 Professional Watercolour Sticks, 13 Watercolour Markers and 
one 12x1 6in. Watercolour Marker Pad, worth more than £110 m. 



YOUR TUTOR 

Soraya French works in all media and 
Mr IS a regu la r contri b u to r t o The Artist. 
^ She uses light and vibrant colours to 

BS rjsiKL full effect in her paintings. Soraya 
wH I i ntrod u ce you to th e pr opert ies 
and individual characteristics of 
Winsor & Mewton Professional Watercolour Sticks and 
Watercolour Markers. Various techniques will be covered, 
including how to make effective linear marks with the fine 
nibs of the markers and the sharp edge of the watercolour 
sticks, as well as making broad washes of colour with the 
brush nib of the markers and using the watercolour sticks 
with a watercolour brush. Colour mixing, composition, 
light, negative spaces, splattering, tonal values, wet-into- 
wet, texture and adding depth to your painting will also 
be covered. Students will work from their own subject 
matter with individual guidance from Soraya. The 
workshop will start at 10am and conclude at 53Qpm, 





WJ_N^)R 

newton^ 



YOUR MATERIALS 

Winsor & Newton Professional Watercolour Sticks 

offer the same exceptional colour performance as 
Winsor & Newton Professional Watercolours, 
but in a stick for increased versatility. The colour 
can be applied dry and directly onto paper like a pencil then wet with water to create soft watercolour 
washes - even years later, allowing you to alter or add fresh layers to your work. Winsor & Newton 
Watercolour Markers are highly pigmented water- based markers which deliver superb colour performance 
with added precision. The markers have dual nibs to enable you to achieve definition and control. Each 

marker has a fine point on one end and a flexible brush on the other, helping you create 

a variety of sweeping line 
thicknesses and superior 
detailing. The colour is easily 
blended with water to create 
soft and vibrant washes. For 
more information please visit 
WWW. wi nso ra nd newton .com 



Wild kosei, watercolour sticks and markers, by Soraya French 



WORKSHOP VENUE 

Based on sprawling 
grounds, Sparsholt 
College is set in 
beautiful Hampshire 
countryside and just ten minutes from 
Winchester, offering a range of conference 
and wedding facilities. Our workshop will be 
held in one of their bright and airy function 
rooms; for more information visit 
www.conferentes.sparsholt.ac.uk or 
www.wedd i ngs.spa rsh olt.ac u k 



GREAT VALUE There are 20 places available and the cost of the workshop is £110imc vati per person, which 
includes tuition from Soraya French, your Winsor & Newton materials worth over EIIOinp), a light lunch and refreshments. 

BOOK NOW For more information and to book your place, please visit www.patnters-online.co.uk/courses- 
holidays/reader-workshops. If you don’t have Internet access please telephone Sophia or Dawn on 01 580 763673 




Check out the latest competitions to enter 
and make a note of important deadlines 



OPPORTUNITIES 
& COMPETITIONS 



Sending-in days 

Ruth Borchard Self-Portrait 
Prize 201 5 

De^ai^s: The third biennial portrait 
prize to celebrate contemporary 
British and Irish self portraiture, now 
run in association with Pallant House 
Gallery, Chichester Submissions are 
invited from new and established 
artists aged 16 and over on January 1, 
201 S who live and work in the United 
Kingdom and Ireland. Acceptable 
media are drawing, painting, low- 
relief sculpture, print, collage and 
construction. Pure photography, 
stand-alone sculpture and moving 
images will not be accepted. One 
work may be submitted, which must 
be for sale. Online submission process. 
An exhibition of 100 works will be at 
Piano Nobile, 90 York Way, King's 
Place, London N1 9 AG from July 10 to 
October 9. The winner will receive a 
£10,000 cash prize and the 
opportunity for their work to be 
purchased for the Ruth Borchard Next 
Generation CoUection. Selected works 
will also be chosen from the 
exhibition for purchase for the Next 
Generation Collection. Exhibition 
highlights will then travel to Pallant 
House Gallery, Chichester, dates TBC. 
When: Submissions deadline. May 29, 
12 noon. Handing- in, July 4 and 5, 

Cost: £20 

Contact: For full details, and to enter 
online: www.ruthborcbard,org.uk 

Chelsaa Art Society 

Details: The society's 67th annual 
open exhibition of work in all media: 
paintings, prints, drawings and 
sculpture. Up to three works may be 
submitted. The exhibition is at 
Chelsea Old Town Hail, King's Road, 
London SW3 from June 1 8 to 22. 

Prizes include the Julian Barrow Prize 
for a painting on the theme of 'travel 
worth £500, 

www.chelseaartsociety.org. u k. 

When: Handing in, June 15. 
Cost;£l0per work. 

Contact: To obtain entry forms, email 
HeatherWills-Sandford, Honorary 
Secretary: 

chelseaart soc i ety^gma il .com. 

0)020 7731 3121 

StBarbe Open 2015 

Details: Sixteenth annual open 

selected exhibition of paintings, prints 
and drawings in any medium, created 
since January 2010. Up to two works 
may be submitted, maximum size 
1 1Si^in POOcm) in any dimension. 
Prizes Include the Cfarke Willmott 
Award for overall merit, £250; the 
Lymington Business Centre Award for 
overall merit, £200; Mary Symons 
Memorial Award for the best print. 



£250; the Coastal Gallery Award for 
the best contemporary abstract art, 
£300; Beaulieu Fine Arts Award, £50 
worth of framing for the best work by 
a non-professional artist. The 
exhibition will be from June 13 to July 
25 at St Barbe Museum & Art Gallery, 
New Street, Lymington, Hants 
S041 9BH. 

When: Handing-in, May 28 and 29, 
10am to 4pm, 

Cost: £6.50 per work; full-time 
students, £3. 

Contact: St Barbe Museum and Art 
Gallery, New Street, Lymington, Hants 
5041 9BH. 

w w w.stba rbe-mu seum .org.u k. 

(2) 01590 676969 

Bath Society of Artists 

Details: The society's 1 10th annual 
open exhibition. Two works may be 
submitted: paintings, sculpture, 
prints, drawings {made using 
traditional media), or mixed media. 

No photography, computer- 
generated prints or g idee 
reproductions will be accepted. All 
works, except prints, must be for sale, 
minumum price £100. The exhibition 
takes place at Victoria Art Gallery, 
Bridge Street, Bath BA 2 4 AT from May 
1 6 to June 27. The many prizes 
include the Bath Society of Artists' 
Prize, £1,000, a sculpture prize, £750 
and the Young Artist's Prize £250. 
When: Handing-in, May 9. 

Cost: £12 per work. 

Contact: For full details and entry 
form, see www.bsartists.co.uk or 
telephone Victoria Art Gallery: 

0) 01225 477233 

Not the Royal Academy 

Details: The 25 th year of this annual 
saion des refitsis exhibition of 
paintings in oil, watercolour and 
pastel, and drawings. Works must 
have been submitted to the current 
Royal Academy Summer Exhibition 
and be for sale. Paintings should be 
framed to a high standard; metal 
frames not acceptable. On-the-spot 
selection by the directors of the 
ga fiery. At Llewellyn Alexander 
Gallery, 124-126 The Cut, Waterloo, 
London SEl SLN from June 9 to 
August 22. 

When: Handing-in dates depend on 
when works may be colfected from 
the RA. Please contact the gallery, 
Cost: Free to enter. 

Contact: Llewellyn Alexander Gallery, 
ww w.nott h e roya I academy.com . 

(3) 020 7620 1322/4 

Buxton Spa Prize 201 5 

Details: Competition to encourage 
artists of all ages and abilities to paint 
enpim air in the town during May 



and June at allocated locations. Two 
works may be submitted, plus artists 
may submit one sketchbook in 
addition to their paintings. The 
categories are: children, teens (11-17); 
young artists (13-25); and the main 
open category. First prize is the Trevor 
Osborne Charitabie Trust Prize, £5,000, 
and second and third cash prizes. The 
sketchbook prize is £2,000. Entrants 
must visit Buxton between May 1 and 
13 to draw their location by ballot. All 
entries will be exhibited at the Green 
Man Gallery, Buxton, from July 1 7 to 
August 31. 

When: Registration opens April 1, 
deadline. May 1B. Finished works to 
be submitted by July 5. 

Cost: £25 for one work, £40 for two, 
£15 for a sketchbook; young artists, 
£15; teens £5; children £2. 

Contact: For details and to enter, go 
to www.buxtonspaprize.co.uk. 

NEWA: National Exhibition 
of Wild life Art 

Details: Selected exhibition open to 
professional and amateur artists. Up 
to four works may be submitted, 
depending on size. The subject must 
be wildlife; domestic animals, pets, 
botanical or landscape subjects will 
not be accepted. Photographs and 
digital prints not accepted. All works 
must for sale. Prizes include the British 
Wildlife Award, £1,000 and 
International Wildlife Award, £1,000, 
Many other prizes. The exhibition is at 
Gordale, Chester High Road, Burton, 
WirralCH64STFfromJuly17to 
August 2. 

When; Submissions deadline, June 5. 
Handing-in, personal delivery July 7 
and 8, earlier from collection points. 

Cost: £36. 

Contact: Full details and entry forms 
from www.newa-uk.com. 

(D 07748 533 448 

Sunday Times Watercolour 
Competition 

Details: The largest watercolour 
competition in the UK, now in its 23th 
year, celebrates and rewards 
excellence and originality in 
watercolour. Up to four works may be 
submitted, digital submission in first 
instance. First prize, £10,000; 2nd 
prize, £6,000; Smith & Williamson 
Cityscape Prize, £1,500. The exhibition 
is at the Mall Galleries, The Mall, 
London SWl from September 14 to 
19, then touring. 



When: Submissions deadline, June 1 5. 
HandingHn, July 3, 10am to 5pm. 

Cost £15 per work. 

Contact: Full details and enter online 
at www.parkerharris.co.uk; or send 
sae to: STWC, c/o Parker Harris, PO 
Box 279, Esher, Surrey KT108YZ. 
(3)01372 462190 

Derbyshire Open Art 
Exhibition 

Details: Annual competition, now in 
its 33rd year, open to amateur and 
professional artists of all ages. Up to 
two original works showing what is 
special about Derbyshire, created in 
the last five years, may be submitted. 
Two and three-dimensional work 
accepted in any medium except 
photographic prints and computer- 
generated Images. First prize, 

Derbs hi re Trophy, £750 purchase 
prize, five Derbyshire County Council 
Awards of £500; Derbyshire County 
Council Young Artist Award for an 
artist under the age of 1 7, £50. Many 
other prizes. The exhibition is at 
Buxton Museum Art Gallery, Terrace 
Road, Buxton SKI 7 6DA, from June 27 
to September 11. 

When: Handing-in, June 12 and 13. 
Cost: Free to enter. 

Contact: Full details and entry form: 
www.derbyshire.gov.uk. Or contact 
gallery to obtain forms: 

(3)01629 533540 

Exeter Contemporary Open 

Details: Annual open submission 
exhibition that provides a platform for 
contemporary visual art, with an 
emphasis on supporting emerging 
talent alongside more established 
artists. Accepted media include 
painting, sculpture, photography, 
print, drawing, video, mixed media 
and digital media. Up to four works 
may be submitted, online as jpegs or 
by post on CD, DVD, USB memory 
stick or photographic print. The 
exhibition is at Exeter Phoenix, 
Bradninch Plate, Gandy Street, Exeter 
EX4 3LS from September 1 1 to 
October 31. First Prize, £1,000; 
additional cash prizes. 

When: Submissions deadline, June 12. 
HandingHn, September 3, 4 and 5. 

Cost: £20: students and 2015 
graduates, £1 5 . 

Contact: Full details and application 
forms at: www.exeterphoenix.org.uk. 



A mudi krgersekction of opportanitm can be viemd 
ormir mheieyou will fmd a list of wori^h^ 

tutors, painting hoiidayssnd more. 

www.pafnters-oftU ne.co. u k 
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ARTNET 

ART COURSES & HOLIDAYS 



THE ARTIST'S DIRECTORY OF COURSES, MATERIALS & SERVICES 






PAINT, RELAX, HAVE FUN 
ON TURKEY’S AEGEAN COAST 



Alpha Painting Holidays 

‘"Your First $ Best Choice for a 
Paintin g Holiday"*-^^ 
The Algarve & 

. Andaluda 



All Art Materials inc in Spain $ Portugal 

A Many UK Destinations ■ 

Somerset |inc Cheddar. WelU 
Lovely " Mendipsjt Exmoor {inc 

P North Devon Coast), Wye 

ainting District 

Holiday Britain's Top Tutors 

Advetiture 01934 733877 

www.alphapaintinghoiidays,com 



The Sandpiper Studio 

Art Classes, Demonstrations and 
Wor$(shot>s irt Cheshire 

b:r|e,br?|ht stu^dio in rursF loation and friendly 
expert ^don suitable for all aMidu 

Vijitinig 

Sarajra Frendi, 
iiU/ Showtll. TrEtflr 
Kiii^ Mulder. Val 



For further intemialk)* JM*e McLean 

Tel ttT78e4l2 4SD 

Email infb@thesandpiperstudlo.co.utc 
wwWrthe5andpqpeiTtudiD.c0.uk 
h}is iMV Udihai, Sodi M 



It One of “The Best Holidays In Turkey 2015” 
The Tunes Trauel, January 31st 



wwwjtirkishpamlir^lhoti 



SinT.07^1 082605 



Visit www.painters-onllne.co.uk/Marketplace.htm 

for further details of goods and services 



Join professional 
o rti st/tutor/dcfnonstrator 

^^"ony Hogan 

and enjoy painting 

Cornwall's dramatic north coast 
and hinterland or 
the Lake District national park 
with 20 years experience running art holiday 
courses Tony Is known for his easy relaxed 
way of working with all abilities and 
all media tutored 

Details: www.hogariart,€o,yk 
E-Mail:admin@hogan3rt.co,uk 
Tel; 01208 895088 IVt; 078888B2503 




le perchoir^ 
des paons 

Painting holidays in 
South West France 



TkI; 00.13 (0).S 65 31 54 S8 
Emili 1 : mi ku . suslo@\vnnatioo . fr 
wwwA epcrchoirtiosp aons.com 




DEVON/EXMOOR COURSES 

Painting Holidays 
and Short Breaks 

wvmjnspiredpaintingholEday 5 .co.uk 01398 332094 







\o 



painting holidays 



Where better to develop your pamtmg Mi than in beautiful Pembrokeshire 

m Professional tuition forall levels 
At. * Band 5-day fu II board resi denti al courses 
t Superb home cooked cuisine 
t 4 Star en-sul te acco m modati on 

* Small groups^ large studio space 

• non painting partners welcome 



t: 0 1 348 840 1 77 Andrew and Maggie Brown 

e: info@indigobrown.co.uk w; www.indigobrown.co.uk 



ART MATERIALS 



A.irbrush 

Comtam 




Airhrushes.com 
01903 767800 

Saks(^airbrusbes. com 



LIFE PAINTING 
AND DRAWING 

with Rachel Clark 

Highly recommended. 
Small classes. Week/weekend/ 
Sat u rday / p ri vale tu iti o n . 

T: 07528 674 389/020 7987 8776 

www.raehelclark.com 



PAINT IN SW FRANCE 




GASCONY PAINTING HOLIDAYS 

7 and 10 residential courses tutored 
by Jamie Peters 

Tet 00.33J62.64S0.35 
Grand Baite, 32230 Semboues, France. 
www.^sctmypaintini,com 



HEATON 
COOPER 
STUDIO 
est 1904 

ART MATERIALS 



w w w . h e a t o n c o o p e r. c o . u k 
t 015394 3S280 



3-DAY ART COURSES in Cumbria's 
idyllic Eden Valley, during July by Sarah 
Colgate MA. Flowers & gardens (pen/ 
wash) and portraits & figures (pastels). 
For brochure: Tel: 01228 402239 or 
email: sarcolgate@hotnaail.com 




»jcirf /(iL5f ti fnimJjngiwMtiyJ 

Small Groups 
Stunning Locations 
4 Star Attonmiodation 

AllAbili.;.. Td01S79 383491 

www.callingtonartschooLcom 



WEBSITE 



Websites for artists 
from £4,i6/month 

Increase visibility 
Si sales plus sell from 
our online gallery 

Join us today — 
free trial 

artspan.co.uk 



THE SKY'S 
THE LIMIT 



r WHENITCOMESTO 
ADVERTISING WITH 
THE ARTIST 



Call Anna-Marie to discover the 
opportunities available to you. 

T: 01 778 392048 
E; annamarieb@ 
warnersgroup.co.uk 
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THE ARTIST'S DIRECTORY OF COURSES, MATERIALS & SERVICES 

To advertise contact Anna-Marie Brown Telephone 01778 392048 Email: annamaneb@warnersgroup.co.uk 



ARTNET 



PRINT SERVICES 



ART SHOPS 





For optimum quality 
Fine Art Printing 

Call John on 01747 852 221 
www.salt-of-the-earth.biz 



Pegasus Art Supplies 

WWW. pegasusart.co. uk 



Suppliers of the 
art materiafs 

VISIT OUR ONLINE SHOP 

FREE CATALOGUE 

Tel: 01453 886560 
email; info@pegasusartxo.uk 

GriRln Mill, Stroud, GL5 ZAZ 



EVENT 

ISLE OF WIGHT ARTS d 

OPEN STUDIOS 

m Come and see artim at work 
~ ISiEOFWIGHTARTSXOM 



m 



1 






17 -20 JULY 

WEST WIGHT 

24 -27 JULY 

EAST WIGHT 



CALL FOR ENTRIES 



Wj 



[xtlf^oior 

rjj ./ 



4m WATERCOLOR WEST INTERNATIONAL JURIED EXHIBITION 

Call for Entries. Online only. Entry Deadline: June 30. 2015. 

Junor: SEephen C^JiBer * ExhibilKin Dgrtes: OcEotier 17 - DeosmiKr 13, 3015 
S2D.OOO ffi Casli & Merdiandise Awards Only Transparent Vfeteraitofs. 

Entry Fee tof iwj paintings - S45 (or Membefs. $55 for Non^flembers 
Visit www.wMercQlerwest.org for prospectus & dotSfils 



artnet focus 



Art Holidays in Dorset 

At just a short walk from Dorsefs Soscombe beach and close to 
the town of Christchurch and the Jurassic Coast, Boscombe Spa 
Hotel is ideally located for a UK 
painting holiday, Christine, an avid 
artist, and John, a keen cook, have 
run the hotel for 1 5 years. YouTI 
paint in some stunning locations, 
many within easy walking distance 
of the hotel, and thetr welL 
_ equipped studio, under the 

guidance of experienced tutors. There's a range of courses for alt 
abilities, and non-painting partners are welcome too. 

All accommodation is en-suite and there are special menus for 
vegetarians, diabetics and those with gluten-free, low fat and 
low salt requirements. If you book for two consecutive nights 
you can take advantage of their double-up deal. For full details 
of this, all their courses and last- 
minute offers, see the website. 

Boscombe Spa Hofei 4 Glen Road,^ 

Boscombe Manor, near 
Bournemouth, Dorset BH5 IHR 
Telephone 01 202 39323 

www.boscombespahotel.co.uk 






PAINTERSONLINE 




Barry Hernimaris Cloverleaf 
Paintbox Competition 

PaintersOnline, the online home of T^Tartist 
and Leisure Painter magazines, has teamed 
up with artist, Barry Herniman, to offer you 
the chance to win one of four of his Cloverleaf 
paintboxes worth £39.95 each(rrp) 



ENTER NOW 

To win one of four Cloverleaf 
Paintboxes please visit 



The Cloverleaf is a brand new folding paintbox 
that incorporates a host of features that makes this 
product a must for any artist who paints en plein air 
in particular, as well as the studio artist, it comprises 
a sturdy, lightweight compact box with ample wells 
for mixing washes plus a removable compartment 
for paints in both tube and pan format. 

Barry Herniman is a full-time artist, who has been 
painting landscapes and seascapes for many years, 
both in the studio and en plein a/rwith his trusty 
sketchbooks. Of his new Cloverleaf Paintbox he says: 
'After many years of searching out the perfect 
paintbox and coming up short, I decided to design 
and produce my own . . . and here it is!' For more 
d eta i I s vis it ww wx I ove rl eaf pa i ntbox .com 




www.painters-online.co.uk 

the home ofTy/i'artist and 
Leisure Painter magazines, and 
click on the links to competitions. 
Closing date for entries is June 30, 
201 5. Winners will be selected 
at random from all online entries. 

When completing your details please 
make sure you opt in to receive our 
great regular email newsletters so that 
we can keep you up-to-date with what's 
new at PaintersOnline. induding the 
latest features, images in the galleries, 
new competitions and other great offers. 



www.pa inters-on I i ne.m.u k 
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COLOUR 6th in a series of 13 



Cadmium yellow 

Intense, bright and versatile, cadmium 
yellow is a must in every artist's palette, 
says Robert Dutton 



Daler-Rowney System 3 Acrylic 
cadmium yellow is transparent and 
rated as normally permanent 




a ■ 





< A nden t Tracks Over the 
Moor, acrylic mixed media on 
boxed canvas, 27'AX27'Mn 
{70X70cm). 

Cadmium yellow^ the key 
colour, provides a warm tone 
throughout the painting. 
Complementary colours 
further accentuate the warm 
feeling in the painting 



E xtremely permanent, cadmium 
yellow is noted for its acclaimed 
brightness, strength and opacity. 
Cadmium yellow deep has a red bias to 
it, cadmium yellow is slightly orange, 
and cadmium yellow pale has a sharp 
yet rich quality that closely 
approximates to primary yellow. Any 
cadmium yellow adds warmth and 
depth to your paintings, which I have 
found to be very appealing to buyers, 
but commercial aspects aside, the 
versatility of these yellows will give you 
great satisfaction, artistically. 

German chemist Friedrich Stromeyer 
discovered cadmium yellow in 1817 
whilst studying compounds of zinc He 
observed a sample of zinc carbonate 
that formed an oxide that was bright 
yellow rather than white; he decided 
the colour was due to a new element, 
which he identified as cadmium. 
Industrial production did not begin 
until the 1840s. 

Colour mixing 

All cadmium yellows are opaque, which 
is very useful for intensity of colour 



Top row 

(a) Cadmium yellow 

(b) Cadmium yellow + permanent 
white to create tints 

Mfddie row 

(a) Cadmium yellow 

(b) Cadmium yellow + alizarin 
crimson 

Ic) Cadmium yellow + alizarin 
crimson + permanent white 

Bottom row 

Cadmium yellow + emerald green 



when layering" cadmium yellow (pale) 
is ideal for rendering bright sunlight. 
When mixed with a little burnt sienna 
and permanent white, a dose mix to 
Naples yellow can be achieved, 1 think. 
It's interesting to note that cadmium 
yellow deep mixed with alizarin crimson 
creates a duller orange than if mixed 
with regular cadmium yellow. A mix of 
cadmium yellow deep and alizarin is 
perfect when you want a 
warm tone but not one 
that Is going to shout from 
the painting. Sometimes 1 
like to add this mix to my 
shadow areas to give them 
a bit more interest and 
warmth. The transparency 
of alizarin crimson is 
masked by the opacity of 
cadmium yellow, which in 
turn takes some of the 



warmth away from the alizarin. 

Cerulean blue and cadmium yellow 
create a green that is soft and cool. 

The sharpness of cerulean becomes 
secondary in this mix, masked by the 
warmth of cadmium yellow. Emerald 
green works superbly with cadmium 
yellow, producing a range of lovely 
and very useful olive greens, which 
again have a warm bias from the 
cadmium yellow. 

Tints of all the above mixes can be 
created by mixing with permanent 
white. The strength of the tint will vary 
with the amount of white you use. 

If you set aside a little time to 
experiment with the cadmium yellow 
family you will discover the many 
useful and exciting colours that can be 
achieved when you mix them with 
other colours - you have nothing to 
lose and everything to gain! M 



Prihil dramatic seascapes hr Robert's 
workshop oh fme 6 rti Ad, Craft & 

Photography Festival For more details, and 
to book, lekphone 0 1 580 763673 or see 
w ww.pai nters-onli ne.co. uk/courses- 
holldays/reader-workshops. Robert will 
be teaching cotour mking on a 

holiday with Arf in from jimp 

1 1 fo 1 8. For details of this and all Robert's 
other courses and holidays, see 
www^rd creativexo.u k 
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PAPV Films 

Producers of DVDs and videos since 1 987 



Greg Allen’s 
WATERCOLOUR 
TECHNIQUES 




THE PASSIONATE PAINTER 
in Havana - Part 1 
Alvaro Castagnet 




FIRST IMPRESSIONS 
IN ACRYLIC 



John Hammond 




Over 90 DVDs featuring 
Qutstarrding artists painting in 
watercolour, oil, pastel and acrylic 
f0% dfscot/nt on two or more DVDs 
PAINTS, BRUSHES, 
PALETTES, BOOKS 

Download Films: 

APVF/LMS msrE/?CLASS SEE/ES 
and 

Herman Pekef 4 Joseph Zbukvfc's 
PfCTl/RES'^ 

.ALSO AVAILABLE ON DVD... 
ONLY £12.95 each 
Ash for details 



www.apvfilms.com 

01608 641798 




CM -P(?r 

eaia.w^t 

Or visit our website for 
a f a n tastic se I ect i on ^ 

of art iriatiariaLft- 



www.artsupplies.%truk 



m H rSwnS? ® B9 

Ntvi'TON ^ 

^ ■@Kon Bromley Art fl f oc e b ook .com /S e n Br om ift y Art 
Tel: 01 204 690 114/ 08453 30 32 34 Email: so I es@artsu pptres.CO.uk 



I *See our shjpcang policy for luB details. 



^ook Yeiittf 








Acr^cs 



6ihrtA*ejVj 

“Best art holiday yerJudy 
■Yes reaUy loved It" Bev 

"One of the best - / am 
going c^gafn^Sondy 



We sketch and paint our way around famous 
Kyoto, meet local artists, visit their studios, art 
galleries, explore preserved streets, gardens, 
temples and tea houses that make Kyoto what 
it is today. 

r^aybe stay in a machiya and do a sumi class 
with local artist Saori. 



Enlly ejcoHeJ 



12 days from $6450AU D twin share 

See our website for details 



Sketch Book Tour dates 

2-13 November 2015 
1-12 November 2016 




www.paintlngholidays.com.au 
info@paintingholidays.com.au 
+613 9879 1923 glen 



www.painters-online.co.uk 
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ART SUPPLIES 







\ 



0 - 



\ ^ 

- EXCELLENT - 

/ \ 



ARTIST 

ACRYLIC COLOUR 



Beautiful colours formulated with the 
finest artist grade acrylic resin and the 
highest quality lightfast pigments. 



020 7254 0077 
wwwjacksonsart.cotn 



